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This dissertation aims to analyze the musico-stylistic characteristics, tendencies and 
trends of the farça A Saloia Namorada (1793) in the complex landscape of musical 
theater in the late eighteenth-century Portuguese traditions. Recent scholarship has 
renewed attention on eigtheenth-century Portuguese operatic genres in Portugal, works 
both in the serious and comic traditions, especially during the reign of Queen Maria I 
(1777 - 1799). This was a time when local composers absorbed a mix of influences, 
finding specific solutions for music and libretto structures, during financially 
restrictive time usually seen as conservative and not as productive for the arts as the 
previous decades had been. During this period Portuguese musical theater, especially 
the entremez, found its own textual and musical standards as ways of expression that 
can now be defined as a “Portuguese manner”, with structures based on the taste and 
characteristics of the local audiences. The music by António Leal Moreira (1758 - 
1819) for A Saloia, a one-act work on a libretto by the controversial Brazilian poet 
vi 
 
 
 
Domingos Caldas Barbosa (1740 – 1800), had long been considered lost until the 
author of this dissertation discovered a full score and a set of parts of the work at the 
Library of Congress in Washington DC, USA, in November 2008. The importance of 
A Saloia lies in the fact that it is the only extant eighteenth-century operatic work in 
Portuguese that features musical recitatives instead of spoken dialogues, creating an 
unique hybrid work of Portuguese and Italian operatic traditions. The dissertation also 
provides an overview of the dramatic output of Leal Moreira, a composer who -- still  
not yet fairly inserted in the modern Portuguese “musical canon” -- was a key figure 
for the developments of Portugal’s late settecento musical environment, having 
worked extensively in the creation of serious court serenatas and sacred events, as 
well as serving director of the Lisbon opera theaters of Rua dos Condes (1790 - 92) 
and São Carlos (1793 - 1799), where entremezes and Italian operas were staged.  
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1 
Introduction 
 
This doctoral dissertation deals with the musico-stylistic trends of the 
entremez or farça in Portuguese language A Saloia Namorada ou O Remédio he [sic] 
Casar with music by the Portuguese composer António Leal Moreira (1758 - 1819) 
and text by the Brazilian poet Domingos Caldas Barbosa (c.1739-1800). This short 
one act piece for four characters and orchestra was premiered on 9 December 1793 at 
the Teatro São Carlos in Lisbon by a company of Italian male singers, as part of the 
benefit for the Italian male sopranos Domenico Caporalini and Michele Cavanna, as 
indicated in the printed libretto: 
A Saloia namorada, /ou / o Remedio he casar: / pequena farça dragmatica / 
que em sinal da sua gratidão / ao obsequio / dos / generosos senhores 
portuguezes, / offerece, e dedica / no dia de seu beneficio / Domingos 
Caporalini, / e / Miguel Cavanna, / representada por elles, e outros socios / da 
Companhia Italiana / no Theatro de S. Carlos / anno de 1793. // Lisboa. 
MDCCXIII [sic]. / Na offic. de Simão Thaddeo Ferreira.1 
 
The music of A Saloia Namorada (The Country Lass in Love, or The Remedy 
is to Marry) was considered lost by twentieth-century scholars bibliography, leaving A 
Vingança da Cigana (The Gypsy’s Revenge, 1794) - the second work from the same 
composer/librettist partnership -, as the only confirmed complete remaining case of a 
                                                
1 Domingos Caldas Barbosa. A Saloia Namorada ou o Remedio he Casar: Pequena Farça 
Dragmática. (Lisboa: Officina de Simão Tadeu Ferreira), 1793.”A Saloia namorada, /ou / o 
Remedio he casar: / small dramatic  farce/ as a sign of their gratitude / for the favor / of the / 
generous Portuguese, / offer and dedicate / on the day of their benefit / Domingos Caporalini, / 
and / Miguel Cavanna, / performed by them, and other members / of the Italian Company/ in 
the Theatro de S. Carlos / year of 1793. // Lisboa. MDCCXIII [sic]. / At the print of Simão 
Thaddeo Ferreira.” 
 
 
 
2 
late eighteenth-century operatic work originally written/composed in Portuguese. This 
changed when the author of this dissertation discovered an eighteenth-century copy of 
the full score and a collection of vocal and instrumental parts of A Saloia Namorada at 
the Library of the Congress in Washington DC, USA in November 2008. 
More than just another short comical theatrical work from the end of the 
eighteenth-century, - like hundreds of others, mostly Italian -, this piece has a 
fundamental importance for the study of the history of dramatic music both in Brazil 
and Portugal (also called Luso-Brazilian musicology), especially that originally in the 
Portuguese language, through an understanding of the entremez as a public spectacle 
with its specific rules and patterns. Recent research has shown the vastness and 
complexity of this repertory, while at the same time revealing how little is known 
about its production. The search itself for constant and reliable data for this varied 
repertory, as proposed by David Cranmer in his article “Music and the ‘Teatro de 
Cordel’: In Search of a Paradigm,” shows itself to be a very difficult matter.2 
Differently from the opera seria tradition, which at this period mainly followed the 
strict rules dictated by the dramas of the Italian poet Pietro Mestastasio, these 
Portuguese musical comedies contain a free mix of influences, ranging from the 
Iberian seventeenth-century theatrical tradition and passing through the libretti for 
Italian comic operas of the late eighteenth century. 
                                                
2 David Cranmer, “Music and the ‘Teatro de Cordel’: In Search of a Paradigm,” Portuguese 
Studies 24 (2008): 1. 
  
 
 
3 
This study will also explore how the presence of this newly rediscovered 
work at the Library of Congress provides, along with many other works from the 
Luso-Brazilian tradition acquired by that institution in 1908 and 1922, a curious link 
between Portugal, Brazil, and the United States. 
 
 State of Research 
A number of reference books were particularly important for the development 
of this research. The main subject is based on a primary manuscript source, but the 
contextualization was made possible through the consultation of studies ranging from 
the late nineteenth century to the most recent doctoral dissertations. I would like to 
highlight the most significant secondary sources:  
Fonseca Benevides’s O Real Theatro de S. Carlos de Lisboa desde a sua 
fundação em 1793 até á actualidade : estudo historico, though corrected and updated 
by recent authors, remains a valuable source for the history of the Teatro de S. Carlos 
and was a significantly useful resource for this dissertation.3  
Ernesto Vieira’s Diccionario biographico de musicos portuguezes, in 2 vols., 
published in Lisbon in 1900, was an essential resource for the study of Portuguese 
composers and their context. Even after more than a century this dictionary remains a 
                                                
3 Francisco da Fonseca Benevides, O Real Theatro de S. Carlos de Lisboa desde a sua 
fundação em 1793 até á actualidade: estudo historico (Lisboa: Typographia Castro Irmão), 
1883. 
 
 
 
4 
rich and fundamental source for any Portuguese musical subject prior to its 
publication.4  
Marita McClymonds’s book Niccoló Jommelli: The Last Years 1769 – 1774, 
published in 1981, was the first book to refer to a series of important aspects of 
eighteenth-century Portuguese musical life, and also the first to mention several of the 
composers on which this study will focus. While McClymonds’s book is still one of 
the most encyclopedic treatments of the influences of Italian styles on Iberian 
traditions in the late eighteenth-century, it inherently does not take into account 
scholarship of the last two and a half decades.  
The 1989 book Opera in Portugal in the Eighteenth Century by Manuel 
Carlos de Brito provides very extensive historiographical research on the performance 
of operas in Portugal and the social importance of the tradition.  Brito’s timeframe 
ends exactly where our specific research begins, but it was fundamental for the study 
of Portuguese one-act Serenatas in chapter two. 
The survey of the History of Music in Portugal written by Rui Viera Nery and 
Paulo Ferreira de Castro in 1991 provides a wide summary of the currents in 
Portuguese music from Medieval times to the time the book was published. However, 
Nery and Castro agree that “Portuguese vocal repertory of the second half of the 
eighteenth century has not to this date been the object of modern editions or analytical 
study, in spite of some performance editions thanks to which some operas by Sousa 
Carvalho and Jerônimo Francisco de Lima have been staged; some sacred works of the 
                                                
4 Ernesto Vieira, Diccionario biographico de musicos portuguezes (Lisboa: Lambertini), 1900.  
  
 
 
5 
same period have also been performed in concert and in recordings.”5 Nery and Castro 
also emphasize how difficult it is to have a critical overview of this repertory because 
of the absence of analytical works, stating, “Consequently it will not be our task to 
trace a stylistic profile of the body of this repertory, and much less an individual 
characterization of each of the principal composers represented.”6 Adding to the 
practical musical transcriptions mentioned by Nery and Castro a few scores of the 
repertory under consideration were published, mostly in the 1970s and 80s, by the 
Calouste Gulbenkian Foundation in Portugal.  
David Cranmer’s 1996 PhD dissertation Opera in Portugal 1793-1828’: a 
study in repertoire and its spread is the first work to fully revise Benevides’s 
information concerning the repertory for the S. Carlos theater and to bring new and 
essential information about the interaction between repertory and performers in the 
early years of that theater. This work revises long accepted misunderstandings and 
provides new contextual information while analyzing the characteristics of the works 
performed. Several articles from the same author also give fundamental information 
concerning the Portuguese entremezes recently found and under edition. 
Marques da Gama’s work Dos Leais de Sintra e Colares aos da Região 
Oeste. Uma linhagem medieval inédita, and Cristina Fernandes’s doctoral thesis on the 
Capela Real in the later eighteenth century, “O sistema produtivo da Música Sacra em 
Portugal no final do Antigo Regime: a Capela Real e a Patriarcal entre 1750 e 1807”, 
                                                
5 Rui Vieira Nery and Paulo Ferreira de Castro, History of Music (Imprensa Nacional. Casa da 
Moeda: Lisboa, 1991), 105. 
6 Nery and Castro, History of Music, 105. 
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have provided fundamental up-to-date information on Leal Moreira’s biography and 
duties as teacher at the Seminário da Patriarcal and court composer.7 
Manuel Morais’s book on Domingos Caldas Barbosa’s Musicas Recolhidas 
da Viola de Lereno, and essays by other authors such as José Ramos Tinhorão and 
Lúcia Helena Costigan were fundamental in providing an updated (though somewhat 
contradictory) perspective on the characteristics of the librettist’s biography and 
poetic traits.8  
 
Organization of Chapters 
Chapter One provides biographical information on António Leal Moreira, 
alongside an attempt to organize and understand his production within in the 
Portuguese “musical canon” and his place in Luso-Brazilian musical historiography 
and musicology. António Leal Moreira, composer of the A Saloia Namorada, was one 
of the most productive and talented Portuguese composers of the second half of the 
eighteenth century. In the late 1770s and throughout he 1780s Leal Moreira composed 
several court serenatas and a considerable amount of church music. From 1790-92 he 
served as maestro at the Teatro da Rua dos Condes and in 1793 he assumed the 
                                                
7 Luís Felipe Marques da Gama, Dos Leais de Sintra e Colares aos da Região Oeste. Uma 
linhagem medieval inédita, (Óbidos: Câmara Municipal de Óbidos, 1997).; Cristina Fernandes, 
“O sistema produtivo da Música Sacra em Portugal no final do Antigo Regime: a Capela Real e a 
Patriarcal entre 1750 e 1807” (Ph.D. diss. Universidade de Évora, 2010). 
8 Morais, Manuel. Domingos Caldas Barbosa Muzica Escolhida da Viola de Lereno (1799) 
(Lisboa: Editora Estar, 2003).; Lúcia Helena Costigan. “Domingos Caldas Barbosa (1740-1800) 
A Precursor of Afro-Brazilian Literature,” Research in African Literatures, Lusophone African 
and Afro-Brazilian Literatures 38 (2007): 172-180; José Ramos Tinhorão. Domingos Caldas 
Barbosa: o poeta da viola, da modinha e do lundu (1740 - 1800) (São Paulo: Editora 34), 2004. 
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direction of the recently created Teatro de São Carlos. In this same year and 1794, in a 
partnership with the Brazilian poet Domingos Caldas Barbosa, Leal Moreira set to 
music the Portuguese farces “in Portuguese manner” A Saloia Namorada and A 
Vingança da Cigana. After 1800 to the end of his life Leal Moreira dedicated himself 
to the composition of sacred works. Even though (unlike his teacher Sousa Carvalho) 
he never left Portugal, Moreira was a leading figure as a composer of opera and church 
music. According to Robert Stevenson and Manuel Carlos de Brito, “although heavily 
influenced by Paisiello and Cimarosa, Moreira’s stage and sacred works are among the 
most solidly constructed and technically competent Portuguese masterpieces.”9 
Although the present text focuses on Leal Moreira’s dramatic works, as well as their 
influences and cultural context, its purpose is also to improve knowledge about his 
output as a whole, since almost no research has been conducted on the composer. 
There is not even a primary catalogue of his works, nor any study concerning his 
musical language and style. In order to understand his musico-dramatic production it 
was necessary to know how the composer dealt with other genres, especially sacred 
ones, that overlap stylistically with his operatic music. 
Chapter Two deals with Leal Moreira’s as composer of dramatic music and 
overall with his production before becoming the musical director of the Teatro de São 
Carlos, when the composer wrote approximately ten short drammi per musica, to be 
performed in private for the court of Queen Maria I from 1782 to 1789. In the 1770s 
                                                
9 M. C. Brito and R. Stevenson: 'Moreira, Antonio Leal', Grove Music Online ed. L. Macy 
(Accessed [October 09 2010]). 
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and 1780s, Portuguese composers developed a very particular one-act version of the 
structure of opera seria, called serenata or oratorio, also sometimes just called 
dramma per musica by its proponents. This repertory, primarily based on libretti by 
the court poet Gaetano Martinelli, draws on the musical style of operas by Niccollò 
Jommelli and David Perez, updated with elements of the style of other composers of 
the same period who were famous in Portugal, such as Piccinni, Guglielmi, Giordani, 
and Sacchini. This chapter examines the style and characteristics of Martinelli’s 
libretti alongside a chronology of the main composers of these serenatas in Portugal. 
The most important musical structures and traits of serenatas by composers such as 
Cordeiro da Silva and Sousa Carvalho are used as models for the analysis of Leal 
Moreira’s similar works.  
Chapter Three is dedicated for the study of all subjects concerning A Saloia 
Namorada. One of the first stages of this research was concerned with establishing the 
musical authorship of Leal Moreira for A Saloia, hence this chapter begins dealing 
with matters concerning the study of sources and the discovery of this work at the 
Library of Congress in Washington D.C., among other Portuguese musical works, 
indicated as originally from the “Royal Collection of Lisbon” and sold to the North-
American institution by Maggs Bros., book sellers in London, between 1907 and 1922. 
This opens a discussion of how these works reached the United States at that period 
and what were the criteria and expectations for this kind of purchase. The chapter 
follows with the search for the paradigms governing the Portuguese entremez and how 
the specificities of A Saloia Namorada might correspond to these characteristics. The 
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entremez was a genre of the popular dramatic works that most of the time alternated 
spoken theater with musical numbers, also called teatro de cordel because libretti for 
the works were hung from strings (cordel) to be sold in the markets and streets. Caldas 
Barbosa was very familiar with the cordel tradition, since he used this system to spread 
his poetry and connect with the newly produced works in this genre. The next 
subdivision is dedicated to a study of Domingos Caldas Barbosa, the author of the 
libretto and an analysis of the text of A Saloia Namorada by comparing multiple 
historiographical visions of his biography and production. A Brazilian-born mixed-
race (mulatto) poet, Caldas Barbosa is considered by some authors a fundamental 
figure for the establishment of a kind of popular poetry through his lyrics for the 
modinha, a very widespread urban song genre in Portugal and Brazil from the last 
third of the eighteenth century until well into the entire nineteenth century.10 Different 
and controversial perspectives on his life and the quality and importance of his poetic 
work have been put forward throughout the twentieth century by literary critics and 
music historians. These different assessments range from a very Brazilian nationalistic 
view that elevates him as a kind of national genius, inventor of the above-mentioned 
popular poetry and urban song genre modinha, to others that classify him and his work 
as minor and secondary for Luso-Brazilian poetry.  
The final part of this chapter contains some of the most important conclusions 
in this dissertation, concerning the definition of the main musical aspects of the work. 
This segment, inspired by Michael Robinson’s monography on eighteenth-century 
                                                
10 In Portugal they disappear soon after 1830, while in Brazil the tradition never disappears. 
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Neapolitan opera titled Naples and Neapolitan Opera, proposes an analytical approach of 
A Saloia Namorada through musical and textual analysis, approaches several aspects 
of the musical structures of the work, such as form, harmony, orchestration, vocal 
melodic writing and ranges.11 
 
                                                
11 Michael F. Robinson, Naples and Neapolitan Opera (Oxford: Clarendon Press., 1972). 
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Chapter One: The composer António Leal Moreira 
1.1: Discussing Leal Moreira in the Portuguese musical “canon” and works “in 
the Portuguese manner” 
 
It is not really possible to write an extensive and detailed biographical profile 
of Antònio Leal Moreira, as it would be expected for a composer who had a great 
career and recognition during his lifetime. The reasons, also true for most Portuguese 
and Brazilian composers of his time, is the virtual absence of documents containing 
personal information. The documents available about the composer only bring 
objective civil, military and professional information. The few testimonial documents 
extant are the only ones that give some precious data about his professional or 
personal behavior, sometimes revealing a few traces of his personality.  
This lack of information can also be explained by the fact that Portuguese 
musical historiography and musicology has not concentrated on exploring the primary 
documentary sources that might be available concerning Leal Moreira’s period. 
Indeed, the Portuguese musical repertory of the last quarter of the eighteenth century 
can be seen as seriously understudied, as Ruy Nery and Paulo Castro observed in their 
1991 history of Portuguese music: “The overall vocal repertory of the second half of 
the eighteenth century in Portugal has not to this date been the object of modern 
editions or analytical study, unlike that of the sixteenth and seventeenth centuries, in 
spite of some performance editions thanks to which certain operas by Sousa Carvalho 
and Jerônimo Francisco de Lima have been staged; some sacred works of the same 
period have also been performed in concert and in recordings”. Nery and Castro also 
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emphasized how “difficult it is to have a critical overview of this repertory because of 
the absence of analytical works, which made it hard at that moment to trace a stylistic 
profile of the body of the repertory, and much less an individual characterization of 
each the principal composers represented”.12 One of the explanations for this situation 
is that for many decades Portuguese musicology and musical establishment (mainly 
according to Freitas Branco History of Music in Portugal, as it will be later discussed) 
spread the idea of a late sixteenth century to the first years of the eighteenth, as a  
‘pure’ era or a ‘golden century’, when music in Portugal allegedly had its own original 
language and style, not yet transformed or ‘damaged’ by the Italian musical style 
‘invasion’ that would define the music throughout most of Europe (and particularly so 
in both Portugal and Spain) throughout the eighteenth century.  According to Freitas 
Branco’s narrative, music in Portugal during the 1700s was characterized as ‘minor’ 
Italian music. The implication was that Portuguese composers of the 1700s were 
simply emulating a style foreign to their musical culture and thus less worthy to be 
studied and performed since the authors did not consider this truly “Portuguese” 
music. It is important to remember that this nationalistic perspective is based in an 
ideology that reflected the national identity discussions presented by authors in the late 
nineteenth century and that became stronger and effective overall in the 1930s in a 
number of countries. These discussions, which took place in most countries in Europe 
and in the Americas, were concerned with defining what kind of artistic manifestations 
                                                
12 Rui Vieira Nery and Paulo Ferreira de Castro, History of Music (Lisboa: Imprensa Nacional. 
Casa da Moeda, 1991), 105. 
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were representative of the nation’s true cultural identity, and therefore to be exalted, 
separating them from those that were considered of minor artistic interest because of 
their lower nationalistic value or engagement.  
Following those principles, it can be said that the methodology in the primary 
studies on the history of music in Portugal, like those of Ernesto Vieira (1848 - 
1915)13, but also of Waxel14 and Joaquim de Vasconcellos15 in the late nineteenth 
century, were based in the nationalistic ideologies in order to establish a kind of 
musical ‘canon’ for the Portuguese repertory. A canon understood here as the 
selection, sometimes arbitrary, of composers and some of their works to become 
monuments or symbols of the Portuguese musical heritage to the detriment of others, 
whether for editions, studies, or especially for performances and recordings by 
Portuguese or foreign musical ensembles. Again, these choices could be seen as part of 
a cultural politic or agenda that, even if not necessarily self-conscious or organized, 
long dictated the principles of what was important to the setting of a Portuguese (or 
even Luso-Brazilian) musical identity.  
However, another source of information used by these authors to choose who 
would be important to remember and exalt  in the canon (a little bit separate from the 
nationalistic issue), was a certain ‘tradition’ or  ‘living memory’ of composers whose 
works were continuously performed - or who at least continued to be seen as the 
                                                
13 Ernesto Vieira, Diccionario biographico de musicos portuguezes (Lisboa: Lambertini, 1900) 
14 Planton von Waxel, Abriss der Geschichte der Portugiesischen Musik. Translated from the 
French to German by Clara Reissman (Berlin: Verlag von Robert Oppenheim, 1883). 
15 Joaquim de Vasconcellos, Os Musicos Portuguezes (Porto: Imprensa Portugueza, 1870), 
Vols. I and II. 
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master models through the nineteenth century (in the case of sacred music 
composition). In this instance we might consider the presence of later copies of these 
old works (and also consider the number of copies) found in different archives and 
locations. This late presence of a few composers in the church repertory helps to 
explain the continuation of certain names and models for church music.16 The most 
significant example early research that used resources based both on tradition and on 
personal research and observation is Ernesto Vieira’s Diccionario biographico.17 This 
extensive work brings important information concerning works extant and available at 
the Royal Library and at the archives of Sé Patriarcal at the end of the nineteenth 
century, or those that belonged to Vieira’s own private collection. Vieira, for example, 
provides an interesting testimony of a much earlier work that was still in the repertory 
in the second half of the nineteenth century. In discussing João José Baldi, he observes 
that a famous mass composed in 1803 for the Marquês de Borba was still known and 
played at the beginning of Vieira’s career in the 1870s.  
I still remember hearing, when I began in the art, with great respect and 
admiration the great mass for the marquis of Borba, which was still 
occasionally sung at that time.18  
 
The establishment of a historical canon based on tradition for operatic or 
dramatic music worked differently. In this case decisions about what works should be 
                                                
16 Even earlier composers such as David Perez (1711-1778), Giovanni Giorgi, José Joaquim 
dos Santos (all masters at the Seminário da Patriarcal), were also kept as models for sacred 
music composition for many decades. 
17 Vieira, Diccionario biographico de musicos portuguezes, 1900. 
18 Vieira, Diccionario biographico de musicos portuguezes, Vol. 1, 84. “Ainda me lembro de 
ter ouvido, quando comecei a exercer a arte, falar com grande respeito e admiração da grande 
missa do marquez de Borba, que n’esse tempo se cantava de quando em quando.”  
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considered significant were based on the observation of works that were more 
successfully performed and repeated in the time period during which they were 
composed. These works tend to have a much more ephemeral lifetime, either because 
they were inherently occasional music or because they were rapidly replaced by more 
modern and fashionable works. Just a few titles remained in the repertory to some 
degree, and their success not necessarily based on their intrinsic musical qualities. If 
the sacred repertory always had its early models to be followed in accordance with the 
solemnity required by the liturgy, dramatic music was intended to be always 
something new, more modern and attractive for the audiences.  
Vieira, as was usual in the musical research of his time, tended to give his 
personal opinions about the intrinsic musical quality of composers and their works. 
The author had a special  preference for the music of the late eighteenth century as 
attested by the entry of the composer João Cordeiro da Silva, where Vieira says that 
this composer “was one of the good composers that shone at the [Portuguese] court at 
the end of the eighteenth century, a golden era in art of music in our country”.19 
Curiously, Vieira did not have anything against the eighteenth-century italianized 
style, rather the opposite. The author had a particular admiration for the quality of the 
composers who were trained at the Seminário da Patriarcal in Lisbon in the 1770’s, as 
expressed in the entries for José Totti and Leal Moreira, among others.  
Marcos Portugal, João José Baldi and Leal Moreira were three classmates 
who just by themselves would be enough to honor the master who taught 
                                                
19 Vieira, Diccionario biographico, Vol. 2, 304. “[... um dos bons compositores que brilharam 
na corte nos fins do século XVIII, periodo aureo para a arte musical no nosso paiz.] “ 
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them as well the institution where they were educated. In effect, the 
Patriarchal Seminary, where these great musicians studied almost all at the 
same period, was during the second half of the eighteenth century the best 
institution for musical education that we have ever had, a vivarium of 
composers, organists, and singers of top quality, so productive and useful that  
any comparison with our current situation is reason to make us sad and 
discouraged.20  
 
[José Totti] was an excellent sacred music composer, as attested by the 
numerous scores by him, all autographs, that D. Fernando de Sousa Coutinho 
has. I checked these works with interest and in all of them I  saw the hand of 
an able contrapuntist, who was well-schooled and did  his best to write with 
great purity.21 
 
 
As can be observed, Vieira also expressed his aesthetic judgments on the 
composers and works based on his own analysis of the works. Vieira had many music 
manuscripts in his own collection (now part of the Biblioteca Nacional de Portugal) 
and sometimes showed true familiarity with certain works; nonetheless, he appears to 
have reached other conclusions based just on a quick look. Vieira’s conclusions were 
fundamental for the construction of an early twentieth-century Portuguese imaginary 
concerning music and composers. However, what is problematic here is not his 
opinion by itself, which belong to his time and parameters of taste, but the fact that 
                                                
20 Vieira, Diccionario biographico, Vol. 2, 106. “Marcos Portugal, João José Baldi e Leal 
Moreira foram tres condiscipulos que só por si bastariam para dar a maior honra ao mestre que 
os ensinou e ao estabelecimento onde foram educados. Com effeito, o Seminario Patriarchal, 
onde aquelles grandes musicos aprenderam quasi ao mesmo tempo, foi durante  a segunda 
metade do seculo XVIII o melhor estabelecimento de educação musical que temos tido, um 
viveiro de compositores, organistas, e cantores de primeira ordem, tão productivo e util que a 
sua comparação com a actualidade é muito propria para nos encher de trsteza e desanimo.”  
21 Vieira, Diccionario biographico, Vol. 2, 378. “[José Totti] Era excelente compositor de 
música sacra, como atestam as numerosas partituras d’elle, todas autographas, que o sr. D. 
Fernando de Sousa Coutinho possue. Compulsei com interesse essas obras e em todas ellas vi 
a mão de um contrapontista habil, que estudára em boa escola e se esmerava em escrever com 
a maior pureza.”  
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most of his judgements were accepted and repeated almost without any criticism by 
those who subsequently chose – and still choose – the paradigms of the history of 
music in Portugal.  
In the field of dramatic music Marcos Portugal (1762-1830) provides the 
most interesting example of the continuation of the name and memory of a Portuguese 
composer and his works. This is mostly due to the extensive international fame that the 
composer acquired during his lifetime and was later reinforced by Carvalhaes's22 book 
published in 1910. Marcos Portugal became an established name in the history of 
music both in Portugal and Brazil, even if he was not always remembered as a good 
model.  However, we should not forget that composers who were fully recognized in 
their lifetimes are not necessarily those that are remembered and performed nowadays; 
nor does a greater contemporary recognition mean that our modern judgment is better 
or more exact than that of their contemporaries. Different people in different times 
search for different levels of musical expression and language development, 
perception and reception, separating composers who survived changes in stylistic 
fashion changes from those who were completely forgotten: but this does not mean 
that this ‘natural selection’ is the path to follow to decide which composers or works 
are those that were especially significant for the development of a musical context. 
Traditions have also developed around valuing particular works (as pointed out earlier, 
a canon) and therefore keeping them available for performance, so that even if twenty-
                                                
22 Manuel Carvalhaes, Marcos Portugal na sua Música Dramática (Lisboa : Typographia 
Castro irmão, 1910). 
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first-century aesthetic interests coincide with other ‘lost’ works, the lack of availability 
of modern editions makes it difficult to expand / break from the canon.  
It was in the late 1950s and early 1960s, however, that the process of chosing 
composers and works to represent the ‘canon’ or ‘musical heritage’ was systematically 
led by a group of musicians and researchers. At this time Portuguese musicology 
began to rediscover Portuguese composers, with practical editions, performances and 
recordings that defined the most representative composers and works in order to build 
a clearer and linear history of music in Portugal. Macario Santiago Kastner, in his 
article Veinte Años de Musicología en Portugal (1940-1960), describes the launch and 
first guidelines of the largest collection of Portuguese musical scores published to that 
date: 
In the fall of 1959, the Calouste Gulbenkian Foundation, whose projection in 
the arts and sciences in Portugal and some other nations is  very remarkable, 
decided to extend its sponsorship to musicology. It was created a Commission 
of Musicology was created by Dr. Maria Madalena Biscaia Farinha, head of 
the foundation’s music section, that consisted of a small number of 
Portuguese musicologists and a foreign resident in Portugal. An agreement to 
support musicological activities in Portugal came just after that, to catalogue 
the musical heritage dispersed in the libraries and archives and to publish it in 
a collection named "Portugaliae Musica", that will have musical works of the 
Portuguese masters of the XV-XIX centuries, and of musicological 
monographs, and the promotion of various other activities within the same 
discipline.23 
                                                
23 Macario Santiago Kastner, “Veinte Años de Musicología en Portugal (1940-1960),” Acta 
Musicologica, Vol. 32, Fasc. 1 (1960): 3. “En el otoño de 1959, la Fundación Calouste 
Gulbenkian, cuya proyección en las artes y ciencias de Portugal y de algunas otras naciones ya 
es muy notable, resolvió extender su patrocinio a la musicologia. Por de pronto creóse una 
Comisión de Musicologia regida por la Dra. Dofia MARIA MADALENA BISCAIA 
FARINHA, jefe de la sección de música de la susodicha fundación, y constituida de un corto 
número de musicólogos portugueses y uno extranjero residente en Portugal. Acto seguido 
acordóse el fomento de actividades musicológicas en Portugal, el hacer inventario del 
patrimonio musical esparcido por archivos y bibliotecas, la edición de una colección intitulada 
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Kastner’s article also reveals that some of the issues with which Portuguese 
musicology was dealing at that time were not very different from what musicologists 
faced in later times. The idea that Portuguese musicologists should avoid international 
subjects and concentrate on pratical editions of the national heritage, rather than 
theoretical or speculative research on these local or any other foreign topics, was 
already established in 1960. Manuel Carlos de Brito, in his article “Musicology in 
Portugal since 1960”, referred directly to Kastner’s article in providing important 
information concerning the absence of a general editor who would dictate the 
guidelines for the Portugaliae Musicae collection, published by Fundação Gulbenkian 
since 1959.24 This absence provided pluralism in the editorial choices and rules, but 
also left open to the musicologists themselves the choice of which works and 
composers would be worthy to represent a particular period and Portuguese music 
overall.25  
                                                                                                                                            
"Portugaliae Musica" que abarcará composiciones de maestros portugueses (o extranjeros al 
servicio de Portugal) de los siglos XV-XIX, la publicación de monografias dedicadas a temas 
musicológicos, y la promoción de varias otras hazañas dentro del mismo oficio.”  
24 Manuel C. de Brito, “Musicology in Portugal Since 1960.” Acta Musicologica 56, (1984): 
29 - 47. 
25 A clearer idea of this subject can be gained by observing the time period, composers, works, 
and genres chosen to be part of the extensive collection of scores titled Portugaliæ Musica, 
published by Calouste Gulbenkian Foundation, which has now run into over forty volumes but 
has not added a significant number of titles since Brito’s 1984 article. “These include: 
sixteenth- and seventeenth-century sacred polyphony by Estevão Lopes Morago (1 vol.), Frei 
Manuel Cardoso (6 vols.), Estevão de Brito (2), Filipe de Magalhaes (1), Diogo Dias Melgaz 
(1), Joao Lourenço Rebelo (4), and one anthology of pieces by several composers; the Flores 
de Masica by Manuel Rodrigues Coelho (2) and four other volumes of organ and keyboard 
music by various composers; a controversial new edition of the Cancioneiro d'Elvas; two 
volumes of seventeenth-century sacred villancicos, and one of Romances e Canções by 
Manuel Machado; the keyboard works of the eighteenth-century composers Carlos Seixas and 
Francisco Xavier Baptista (3) and one anthology of eighteenth-century keyboard music; 
orchestral pieces by Carlos Seixas (3) and opera overtures by Sousa Carvalho, Jerónimo 
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Having had a somewhat later start than in other European countries, and a 
relatively slow development, musicology in Portugal has been mainly 
concerned with the country's own musical heritage, and in  particular with 
the tasks of inventorying, cataloguing and publishing it.26  
 
 
Brito also updated information concerning Portuguese musicology, its 
achievements and goals yet to conquer, with a concise but essential description of the 
general contents of the Portuguese music archives. This helped to provide a better 
sense of the amount and the characteristics of the music that was yet to be studied,  
and what to expect from those archives. 
 
A number of traits emerge which seem to confirm earlier views on 
Portuguese music. These are: the scarcity of pre-sixteenth-century sources, 
particularly of polyphonic music; the overwhelming amount  of church 
music of the sixteenth and seventeenth centuries (including both vocal 
polyphony and keyboard music); the overwhelming amount of eighteenth-
century operatic music, including both serenate and  operas, and large 
quantities of church music in operatic style. It is not  yet very easy to form an 
overall view of Portuguese nineteenth-century musical production, but it is 
already possible to say that it consisted mainly of church music, occasional 
music (rhapsodies, variations, dance music, political hymns and songs, etc.), 
a few operas and many operettas.27  
 
 
It would be possible to think that these publications and guidelines for 
choosing, or electing “the most representative” composers (or generations of 
                                                                                                                                            
Francisco de Lima and Marcos Portugal (4); one complete eighteenth-century opera (La 
Spinalba by Francisco António de Almeida, successfully revived in recent years in Lisbon, 
Badajoz, Paris, London, and Rome); one volume of church music by the eighteenth-century 
composer João Rodrigues Esteves; the piano works (in facsimile) and one symphony by the 
early nineteenth- century composer João Domingos Bomtempo; two volumes of music by two 
early twentieth-century composers, António Fragoso and Francisco de Lacerda.” in Brito, 
“Musicology in Portugal,” 32.  
26 Brito, “Musicology in Portugal,” 30. 
27 Brito, “Musicology in Portugal,” 31. 
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composers) and genres would have been directly influenced by Vieira’s ideas. 
However, Portuguese musicology took a slightly different perspective on the genres 
and the timeframe chosen to be the most representative. While during Viera and 
Carvalhaes’s time vocal music from the 18th and 19th centuries was the main 
concern, in this later generation attentions generally turned to the keyboard and vocal 
music of the sixteenth, seventeenth, and early eighteenth centuries. For the period 
after the Lisbon earthquake of 1755, when the music was already totally Italianized, 
scholars’ main interest turned to the opera or serenata overtures treated as 
independent (rather decontextualized) ‘symphonic’ works. 
The idea of an ‘Italian invasion’ of the Portuguese musical environment in 
the early eighteenth century, resulting from the exchange of musicians (especially 
composers and singers) between Lisbon and Rome through the direct sponsorship of 
King João V, was disseminated in the first half of the twentieth century, and this 
might help to understand the motive for addressing earlier “truly Portuguese” music 
(the main interest for twentieth-century editions), as can be seen in João de Freitas 
Branco’s História da Música Portuguesa.28 Curiously, Freitas Branco was in favor of 
searching for the idea of an Iberian music, meant here as the sharing of common 
(authentic?) artistic roots between Portugal and Spain, even if not atavistic, that he 
believed would be more deserving of attention than a later music in an Italian style: 
The Portuguese keyboard music to which we have been referring can be 
considerate integrated to the Iberian culture, even if has elements from other 
                                                
28 João de Freitas Branco, História da Música Portuguesa (Lisboa: Publicações Europa-
América), 1959. 
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origins. [...] On the other hand, it seems that the Italian infiltration, that 
preceded the true invasion that we could observe later, has happen yet in the 
end of the sixteenth century, affecting composers of the generation of 
Francisco Vaz, Sé de Coimbra’s organist for nineteen years.29 
 
 
During and immediately following the time of Freitas Branco’s book, most 
publications and studies emphasized the ‘golden century’ of Portuguese music (that 
was not yet Italian, but rather Franco-flemish influenced, as confirmed by Brito), 
leaving space for just a few eighteenth-century composers to be given consideration. 
 
The originality and importance of Portuguese Renaissance and Baroque 
keyboard music and instruments does certainly justify the   interest they have 
aroused among scholars. The same cannot probably be said of Portuguese 
liturgical polyphony of the sixteenth and especially the seventeenth centuries 
which, despite its general high standard of quality, tends to be fairly 
conservative in style, looking back to the Franco-Flemish composers and to 
Palestrina for its models.30 
 
 
From the first half of the eighteenth century, Carlos Seixas  (1704 - 1742) 
was the first composer of this period to be studied, primarily because of his 
outstanding keyboard music and his possible close work with Domenico Scarlatti 
(1685 - 1757) during the Neapolitan composer’s five years in Lisbon. Scarlatti 
became a standard of comparison, opening a debate on the question of whether 
Scarlatti influenced Seixas or vice-versa, with the possible seventeenth-century 
Iberian traits in Seixas’s music being regarded as part of his originality when 
compared to the Neapolitan composer. 
                                                
29 Freitas Branco, História da Música Portuguesa, 96. 
30 Brito, “Musicology in Portugal,” 38. 
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It is perhaps impossible to resolve, within the criteria we have, the debated 
question of whether Carlos Seixas was influenced or exercised influence on 
Domenico Scarlatti, during the latter’s stay in Lisbon. However, since it 
seems to be proved that the most representative works of the Neapolitan 
were written later in time, we must bow ourselves to the thesis of the 
musicologist Santiago Kastner, according to which Scarlatti accepted 
Seixas’s fruitful ideas for his artistic genius.31 
 
Freitas Branco was truly ideologically influential on the development of a 
concept over a Portuguese musical past with his book, and his ideas were, overall, a 
reflection of the thought processes of his time. The choice to criticize composers after 
Carlos Seixas who had written music in the Italian style is very clear in his texts; 
however, the names he chose to cite and the information concerning their music and 
biographical data were based on his own criticism of Vieira’s dictionary. 
  
It was essential to describe with certain development the Italian opera in 
Portugal to understand the circumstances in which national Portuguese 
composers have had to turn themselves [to the Italian style] to have their art 
accepted.32 
 
Freitas Branco suggests that the Portuguese composers who dedicated 
themselves to writing Italian opera felt somehow forced to do so, otherwise their art 
                                                
31 Freitas Branco, História da Música Portuguesa, 98. “A debatida questão de saber se Carlos 
Seixas sofreu ou exerceu influência em Domenico Scarlatti, quando da estada deste em 
Lisboa, é talvez impossível de resolver dentro do são critério. No entanto, desde que parece 
provada a data avançada das mais representativas obras deste napolitano, devemos inclinar-nos 
à tese do musicólogo Santiago Kastner, segundo a qual Scarlatti aceitou de Seixas ideias 
fecundas para a sua arte genial.” 
32 Freitas Branco, História da Música Portuguesa, 124 “Era indispensável descrever com certo 
desenvolvimento a carreira da ópera italiana em Portugal para se compreender em que 
circunstâncias os compositores nacionais deviam integrar-se para a sua arte tivesse aceitação.”  
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or music would not be accepted.  To what ‘different’ non-Italian influenced art was 
Freitas Branco referring? 
[Other composers] Pedro António Avondano (died in 1782) can be counted 
among the national composers, despite his Italian blood. 33 
 
 
[Other composers] Luciano Xavier dos Santos was older than Sousa 
Carvalho, as he was born in 1734 in Lisbon. [...] It is, of course, another case 
of Italian feudalism. 34 
 
In the first of these two quotations Freitas Branco considers Avondano a 
Portuguese composer, despite his “Italian blood”. In the second one, the author rejects 
Luciano Xavier do Santos’s work since it was, ‘of course’, another case of a musician 
not fighting the “Italian feudalism” or stylistic supremacy. Is it historically fair to 
expect that such composers would have written anything different from what was 
going on in most of Europe? The supremacy of the Italian style in the eighteenth 
century is comparable to similar Franco-flemish influences that were dominant from 
the fifteenth to early seventeenth centuries and, depending on which were the expected 
reception milieu for each musical work, composers might not be abled to avoid its use 
in a musical environment dominated by that specific musical language. 
António Leal Moreira, even if somewhat obscured and not chosen directly 
through this revival and editoral process, was never totally forgotten. Like any 
                                                
33 Freitas Branco, História da Música Portuguesa, 126.“ [Outros compositores] Pedro António 
Avondano (m. 1782) pode ser contado entre os compositores nacionais, apesar de seu sangue 
italiano.” 
34 Freitas Branco, História da Música Portuguesa,  127. “[Outros compositores] Luciano 
Xavier dos Santos era mais velho do que Sousa Carvalho, pois que nasceu em 1734, em 
Lisboa. [...] Trata-se, evidentemente, de mais um caso de enfeudação ao italianismo.” 
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composer from his generation (especially a Southern European one), he wrote ‘Italian 
music’. Some of his sacred works are among those which survived the stylistic 
changes during the transition to the nineteenth century and remained in the church 
repertory. In twentieth century musicological studies he is frequently referred to as one 
of the leading composers of his time. Nonetheless he has not yet received a in-depth 
focused study of his works and biography. 
An early example of an indirect evaluation of a work by Leal Moreira can be 
found in the use of the autograph score of his mass for two choirs and two orchestras, 
most probably one of several works written for the celebration of the birth and 
baptism of the Infanta Maria Teresa in 1793, as part of an exhibition organized by the 
Library of the Palace of Ajuda in 1888. According to a note written in pencil and 
signed by Ramalho Ortigão, on the first page of the score manuscript (still preserved 
at the same library), this mass was exhibited alongside other musical works in order 
to display works considered monuments of Portuguese musical heritage and thereafter 
included into the Library music collection.35 As we try to understand which criteria 
were observed for the choice of certain works over others, the question remains if this 
work was chosen because of the importance or fame attributed to the composer at the 
time that the exhibition took place, or if it was chosen because of its impressive 
material size and length and unusual musical forces, such as the presence of two 
                                                
35 According to the volume III of the Biblioteca da Ajuda musical catalogue for the entry 1658: 
“Este livro veio da Exposição promovida pela Associação Industrial Portuguesa em 1888, 
juntamente com outros livros de música por esta ocasião expostos por esta Bibliotheca, mas 
não fazendo parte de sua colecção. Ignoro de quem é. a) Ramalho Ortigão” 
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choirs, two orchestras and eight soloists. In either case, its only presence at the 
exhibition can be considered as sufficient evidence of its value. 
The most significant examples of a revival of Leal Moreira’s works are the 
few, but persistent, performances of the same two overtures (for the masses of 1803 
and 1805, separated from their original contexts) and of the entremez A Vingança da 
Cigana.36 Leal Moreira became a composer of the same few works. We should 
remember that A Vingança da Cigana, premiered in 1794 at the Teatro de São Carlos 
is the second and final work of the musical partnership of Leal Moreira with Caldas 
Barbosa and, alongside A Saloia Namorada, is one of the few dramatic works 
originally written in Portuguese in the eighteenth century. The 20th century revival of 
this entremez also raises the question: why specifically this work? Was it chosen for 
being one of the few surviving ‘operas’ originally in Portuguese language or in the 
“Portuguese manner”, or because of the intrinsic value of the composer and his works 
in general? It is important to point out that the genres that primarily attracted modern 
researchers and performers were instrumental music - more highly valued because of 
its immediate performance and commercial edition possibilities, and works in the 
national language - which was the case of A Vingança da Cigana, which certainly 
raised further issues of national identity).  It is interesting to note that these revivals 
                                                
36 Rejane Ferreira de Paiva, “A vingança da cigana: influências da literatura de cordel no 
contexto operático do final do século XVIII em Portugal” (Master thesis: Universidade Nova 
de Lisboa:2007), 60. “After the premiere in 1794 at Teatro de São Carlos, this same work was 
staged in 1964 and 1972 at Teatro da Trindade in Lisbon, 1977 and 1980 at Teatro de São 
Carlos In Lisbon, 1981 at Círculo Portuense de Ópera at Porto, 1983 in at Teatro Nacional in 
Brasília - Brazil, 1988 again at Teatro de São Carlos in Lisbon and a last time in 2004 at Sintra 
Estúdio de Ópera in Sintra.” 
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were not based on any critical or practical scholarly musical editions, but rather came 
about through the personal efforts of the composer and musicologist Filipe de Sousa 
and the conductor Manuel Ivo Cruz, who prepared a modern manuscript copy of the 
score and parts that were used in the few performances that took place especially 
from the 1960s to the 80s. 
More recently attention has been drawn to Leal Moreira's work by the short 
but very positive entry on the composer in the New Grove Dictionary of Music by 
Robert Stevenson and Manuel Carlos de Brito.37 There, for the first time since 
Vieira's study, Leal Moreira was placed among the most import composers of his 
generation, with an emphatic call to focus on the musical qualities of the composer’s 
work rather than concentrating on biographical information. Stevenson and Brito 
suggest that “although heavily influenced by Paisiello and Cimarosa, Moreira’s stage 
and sacred works are among the most solidly constructed and technically competent 
Portuguese masterpieces”.   
Concerning a Portuguese “taste” or manner on dealing with the musical 
influences, it is important to notice that from the beginning of the cited cultural 
“Italianization” that took place in Portugal, with more emphasis during the kingdom of 
João V in the first decades of the eighteenth century, the musical practice and 
environment underwent substantial changes on its objectives and ways of expression.  
Similarly to the larger part of Europe of that time, Portuguese taste defined Italian 
                                                
37 Manuel Carlos De Brito and Robert Stevenson. "Moreira, António Leal." In Grove Music 
Online. Oxford Music Online, (accessed July 26, 2011). 
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music, in its supremacy, as the aesthetic point of reference and parameter of 
modernity. In the Portuguese context it was not feasible, nor desirable, to think in 
another musical language than the Italian one. Differently from the court of Paris, 
which already at the end of the previous century had searched incessantly for a 
singularization of artistic ways to representat the King as a personified symbol of  the 
State, and from certain Germanic centers in which musical production was regulated 
by the rules of Protestantism, Portugal mirrored itself in the Italian courts. The Papal 
court in Rome was the reference for sacred music, while Naples was the model for 
opera developments throughout the century. There was no need, space or context for 
the development of an autochthonous musical language. So, how to talk about today 
about a Portuguese musical style or even an specific Portuguese “taste, style or 
manner”? We certainly cannot use the same contemporary criteria of National State 
consciousness or musical styles to deal with the musical languages of the 1700s. 
Instead, we can accept that the adjustment of this Italian aesthetics to a local practice 
and taste was already a Portuguese way of musical production. The process of 
perception and reception of the Italian works was already part of the singular local 
reading and approach. We start here from the premise that the more Portuguese 
composers sought toemulate Italian music, and the more subtle that the differences 
became, the musical production by local composers, to be played and listened by a 
local audience, would already guarantee the subjective process of adaptation or 
acclimatization. As a contemporary Luso-Brazilian way of thinking about the history 
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of music both in Portugal and Brazil, Maurício Monteiro, in his work Construção do 
Gosto - Música e Sociedade na Corte do Rio de Janeiro 1808 - 1821, suggests that 
 
If we wish to understand musical practices, we have to observe the society 
where they took place; we could never analyze them outside of their 
sociological and historical context and, even less, forget to observe them as a 
cultural form, subject to all social mobility, creation of musical signs and to its 
de-codification.38 
 
 
It is also under this point of view that we aim to search for the historical and 
social definition of Portuguese musical practices connected to the musical theater or 
opera. The idea of the existence of a “Portuguese taste” has already been applied to the 
study of dramatic and literary characteristics of eighteenth-century Portuguese musical 
theatrical texts. The authors describe questions related to form and structure of the 
dramas as literary works, but provide almost no comments about the music, nor even 
how it could have been part of this adaptation to the local taste or preferences. Maria 
Alexandra Trindade Gago da Câmara and Vanda Anastácio in their book O Teatro em 
Lisboa no tempo do Marquês do Pombal, summarize the concept of a “Portuguese 
taste” as applied to the allegedly spoken theater that was set into music.39 According to 
these authors the expression “ao gosto português” (in the Portuguese taste) was 
                                                
38 “(...) se quisermos compreender as práticas musicais, é preciso sim observar a sociedade 
onde ela é feita; não podemos nunca deixar de analisá-la fora do contexto sociológico e 
histórico e, muito menos, esquecer de observá-la como uma forma cultural, sujeita às 
mobilidades sociais, à criação do signo musical e à sua decodificação”. Maurício Monteiro, A 
Construção do Gosto - Música e Sociedade na Corte do Rio de Janeiro (São Paulo: Ateliê 
Editorial), 2008.  
39 Maria Alexandra Trindade Gago da Câmara and Vanda Anastácio, O Teatro em Lisboa no 
tempo do Marquês de Pombal (Lisboa: Instituto Português de Museus), 2005, 71. 
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frequently used attached to the titles of adaptations of Metastasio texts received the 
most public favor in the second half of the eighteenth century. However, there were 
more-or-less intrusive adaptations of serious texts by the Italian poet Pietro 
Metastasio, in which were inserted comic characters called “graciosos”, with adapted 
dialogs that poked fun at the habits and taste of the audience of the public theaters. In 
the same way, adaptations of comic texts by Goldoni, Molière and Voltaire also were 
subjected to alterations and addition of characters and text to convey the “Portuguese 
taste”. According to Gago da Câmara and Anastácio, in these adaptations the love 
intrigues were reinforced, with the addition of an extra love story normally related to 
the “graciosos”, characters of low social conditions (normally servants). There is yet 
the question that these works sought to mock typical situations of Portuguese society 
of the time, however with an explicit moralizing intention, which would make it easier 
for the play to escape the strict censorship that was then in place.  
This research deals with comic works and, as stated before, the sub-genre of 
entremez, a short one-act work, was predominant. A closer look at the texts can allow 
us to establish some common or recurrent characteristics on its text form and content. 
A great number of entremezes, as we will see is exemplified by A Saloia Namorada, 
had plots formed by local lower class characters in very simple love stories and 
concerned with daily issues. As in Goldoni’s texts, women appear in these texts 
associated with transgressive behaviors, a daily subject for Portuguese society of the 
time, in which women were claiming more autonomy in the coexistence between the 
sexes, marriage by inclination, etc. From the textual and content point of view, it is 
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possible to conclude that this proximity with the Portuguese audience was achieved by 
a sense of complicity, creating the opportunity for self- recognition on the part of the 
audience, in a recognizable language, through situations and characters represented by 
the “graciosos”, even if in a learned and serious context such as in Metastasio’s works. 
In the Luso-Brazilian context, the acceptance itself of the notion of a musical 
theater “in the Portuguese taste”, presupposes the existence of relevant musico-
aesthetic characteristics for that time that, allied to literary and dramaturgical aspects, 
would have established a genre (or sub-genre) differentiated enough from its Spanish 
and Italian stylistic roots. The farça and entremez, as developed in Portugal during the 
time of Queen Maria I, represent the most important variations and adaptations after 
the theater of António José da Silva (1705 - 1739), a noteworthy Jewish playwright 
who could be considered as having written in the Portuguese style or manner. 
Finally, to avoid any direct relation or misunderstanding with the already 
established literary expression “in the Portuguese taste” (ao gosto português) applied 
to the Teatro de Cordel and entremezes, we will be using the term “Portuguese 
manner” to refer the musical aspects to any work that, somehow, could represent a 
local view and approach for genres such as the Italian operatic forms. 
From this point, a few questions might arise for the study of A Saloia 
Namorada: how these judgements affected the perspective that twentieth century 
scholars had upon the theatrical works in the “Portuguese manner,” and especially on 
António Leal Moreira’s dramatic output? 
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1.2: António Leal Moreira - General Output Phases and Works 
Since there is no available systematic study of Leal Moreira’s musical 
language and style, and very little is known about his biography (specially in English), 
our consideration on a possible stylistic approach will tangle the biographical 
information entwined with a chronologic discussion of his musical output. Among the 
researchers that have contributed information concerning this matter, most notable are 
Ernesto Vieira, followed by Marques da Gama and, most recently Cristina Fernandes.  
According to Luís Felipe Marques da Gama, in his work Dos Leais de Sintra 
e Colares aos da Região Oeste, based on the documents found in the record of the 
parishes of Abrantes (currently deposited at the Arquivo Nacional da Torre do Tombo 
- ANTT), António Leal Moreira was born on June 30th 1758 at the parish of Santa 
Maria do Castelo of Abrantes, the son of Bernardo Luís Leal Moreira and Josefa 
Maria, and was baptized on the ninth of the following month.40 This parentage, date 
and place are confirmed in the documents of his marriage and in those recording his 
admission as a child at the Seminário da Patriarcal in Lisbon.41 Leal Moreira came to 
Lisbon as a child under the protection of his uncle Padre Jacinto Leal Moreira, vice-
rector of the Real Seminário da Patriarcal, and entered this institution on his eighth 
                                                
40 Luís Filipe Marques da Gama, Dos Leais de Sintra e Colares aos da Região Oeste. Uma 
linhagem medieval inédita (Óbidos: Câmara Municipal de Óbidos, 1997), 119. Also see 
documents at Arquivo Nacional da Torre do Tombo “Registos Paroquiais, Abrantes, Santa 
Maria do Castelo,” liv. misto de 1661 a 1771 (único), ff. 163v e 164.  
41 Vieira also gives this same information in the supplement of his Diccionario published in 
1900 (most probably based on the same document), without however, giving the source. See 
Vieira, Diccionario Biographico, 1900, vl.2, 454). 
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birthday, 30th June 1766. According to Cristina Fernandes in “O sistema produtivo da 
Música Sacra em Portugal no final do Antigo Regime: a Capela Real e a Patriarcal 
entre 1750 e 1807” (a thorough work about the institutional and musical aspects of the 
Seminário da Patriarcal), the seminary of the Patriarcal was created in 1713 by King 
João V, to prepare all sort of composers and musicians and to be able to provide the 
finest music for the activities related to the Royal Chapel.42 In 1716 the King 
strategically obtained from the Holy See the permission to promote his Royal Chapel 
to the status of Patriarchal. Thus, the King’s Chaplain became a Prince of the Church, 
with a very special condition of independence - while remaining strictly connected to 
the Roman establishment. The liturgy and its music had to emulate, if not surpass, the 
Papal chapel in Rome in pomp and grandiosity in order symbolically to affirm royal 
power. This singularity in the European panorama created a true ecclesiastical court 
conceived in the image of the Vatican that promoted royal prestige both nationally and 
internationally, as a solid structured way to provide symbolic unity between civic and 
religious power. In this way, the court’s chapel became the highest hierarchy of the 
Portuguese Church and gained the functions of metropolitan cathedral. When Queen 
Maria I ascended the throne in 1777, the Patriarchal gained new momentum under the 
influence of the sovereign’s deep religious devotion after losing part of its importance 
during the reign of her father King José I, who had given priority to the opera instead 
of church music for this representational aim. It is well known that since the first years 
of the institution the most gifted students were sent to Italy to improve their 
                                                
42 Cristina Fernandes, “O sistema produtivo”, XVII. 
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knowledge (to Rome in the first half and to Naples in the second half of the eighteenth 
century). These students, when they returned, formed the faculty of the seminary, and 
that was one of the most important ways to import Italian taste and models. Until the 
foundation of the National Conservatory in 1835, the school of music attached to the 
Patriarchal church was the principal center for the training of professional singers, 
composers and organists to serve the royal Chapels and other institutions around 
Portugal and its domains.43 The musical qualities of the musicians of the Patriarchal 
were praised by a number of foreign travelers.  Among those who left the most 
consistent and frequent comments concerning the musical life during the time of Maria 
I were the French ambassador the Marquis de Bombelles and the English nobleman 
William Beckford. A testimony to the quality of the Queen’s musicians can be found 
in a unique and satirical entry in Beckford’s diary. 
 
 
The Queen of Portugal's chapel is still the first in Europe, in point of vocal 
and instrumental excellence; no other establishment of the kind, the papal not 
excepted, can boast such an assemblage of admirable musicians. Wherever 
Her Majesty moves they follow; when she goes a hawking to Salvaterra, or a 
health-hunting to the baths of Caldas. Even in the midst of these wild rocks 
and mountains, she is surrounded by a bevy of delicate warblers, as plump as 
quails, and as gurgling and melodious as nightingales. The violins and 
violoncellos at her Majesty's beck are all of the first order, and in oboe and 
flute players her musical menagerie is unrivalled” (Beckford 1834 II: 123, 26-
8-1787; NeryVE).44 
 
 
                                                
43 Fernandes, “O sistema produtivo”, XXI. 
44 Fernandes, “O sistema produtivo”, 66. 
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Leal Moreira was one of the most distinguished students of the Seminário at 
his time, and he had João de Sousa Carvalho45 as his master and Marcos Portugal46 as 
his colleague. A document known as codex 1515 at the National Library of Portugal, 
entitled “Livro que ha de servir p.a os acentos das admiçoins dos Siminaristas deste 
Real Siminario na forma dos seus Estatutos”, accounts information related to the 
students of the Seminário da Patriarcal who entered the institution after the Lisbon 
earthquake of 1755.47 This book not only documents their time as students, but also 
sometimes gives precise data about their subsequent careers or personal lives. The 
document states the following about Leal Moreira: 
 
 
 
Figure 1: Cod. 1515 Reservados. Biblioteca Nacional de Portugal, Lisboa 
 
                                                
45 João de Sousa Carvalho (1745 - 1799/1800) one of the most renowned Portuguese 
composers of the eighteenth century, who studied in Naples at the Conservatrio di San 
Onofrio. 
46 Marcos Portugal (1762 - 1830), who as to become the most famous Portuguese opera 
composer of his time, as well his brother-in-law. 
47 Biblioteca Nacional de Portugal “Livro que ha de servir p.a os acentos das admiçoins dos 
Siminaristas deste Real Siminario na forma dos seus Estatutos, ” Cod. 1515 Reservados, 7r. 
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Ant.o Antonio Lial (sic) Moreira filho ligitimo de Bernardo Luis, e de Jozefa 
Maria n.al da Villa de Abrantes e Baptizado na freguesia de Santa Maria do 
Cast.o de Abrantes entrou para o Siminario em 30 de Junho de 1766 de Idade 
8 a. ainda não completos. 
(Left)  
Sahio por substituto dos Mestres de Muzica aos 9 d’Abril de 1775 
(Right) 
No 1o. de Fev.ro de 1787 foi despachado em Mestre effectivo 
 
(Center) 
Antonio Lial Moreira legitimate son of Bernardo Luis, and Jozefa Maria 
natural from the Villa de Abrantes and Baptized in the parish of Santa Maria 
do Cast.o of Abrantes has entered the seminary on June 30th 1766, at age 8 
not yet completed. 
(Left) 
became substitute of the Music master on April 9th 1775 
(Right) 
On February 1st 1787 was appointed tenured Master 
 
 
This document also shows that a few months before turning 17, on April 9th 
1775, Leal Moreira was appointed as a substitute teacher without income, as a way to 
guarantee his tenure at the Seminário, since all students were required to leave the 
institution at age 17. His activity at the seminary is also described in another document 
from the Patriarchal archives, presented by Fernandes concerning the history and 
organization of the Patriarchal. This information clarifies the composer’s role in the 
institution after his time as student. In 1776 Leal Moreira started receiving a small 
salary in order to continue the same activities to which he was assigned one year 
before. On August 8th 1777 he was accepted as member of the Irmandade de Santa 
Cecilia, a brotherhood that regulated the activity of all professional musicians.48  
                                                
48 Marques da Gama, Dos Leais de Sintra e Colares, 120 
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However, it was only in 1780 that his income and duties had their first 
significant increase; he was officially hired as a composer, while keeping his 
activities as a substitute teacher, with an annual salary of 45,000 milréis 
(approximately 3,700 milréis per month). In 1787, when Leal Moreira was promoted 
to effective teacher or master of music his salary went up to 30,000 réis per month, 
several times higher than before. Already a recognized court and church composer, in 
1792 Leal Moreira received another increase in income, going up to 50,000 milréis 
monthly plus other benefits. 49 
                                                
49 Fernandes, “O sistema produtivo”, 378. 
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Figure 2: Avisos, Cx. 59, 1780. Patriarcal Igreja e Fábrica, Lisboa 
 
 
Informing the Queen my Lady, that António Leal Moreira, substitute teacher of 
music at the Royal Seminary of the Holy Patriarchal Church, fulfills without failing 
his duties and ministry of teaching the students, while composing  many Psalms and 
Masses for the Choir of the Royal Patriarchal Chapel, and the church of Our Lady of 
Ajuda, with good acceptance from the other professors, who give him worthy 
attention. For this reason Our Majesty is pleased to order adding forty thousand reis 
annually his payment, with effect from July 2nd last, being required to to compose 
music de Capella, meaning de de Canto de Órgão or Canto de Estante [polyphony], 
and every other music required for the services of the said churches or by Her 
Majesty, and keeping his duty as Assistant teacher of the Seminary just as he has 
done hitherto (...)” (Quoting - P - Lant, Patriarcal Igreja e Fábrica – Avisos, Cx. 59, 
1780).50 
                                                
50 Fernandes, “O sistema produtivo”, 226. “Constando à Raynha minha Senhora, que António 
Leal Moreira, Substituto dos Mestres de Música do Real Seminário da Santa Igreja Patriarcal, 
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The idea of a Chapel Master as a single composer responsible for all the 
works to be used in an institution cannot be applied to the Patriarchal or to any of the 
Royal Chapels of the Portuguese monarchy in the eighteenth or early nineteenth 
centuries. Rather, there was a mixed team that included several composers with 
several hierarchical functions and specificities - from leading international figures 
among singers and instrumentalists, who would sporadically dedicate themselves to 
musical composition, to official professional composers, who received a salary 
supplement specifically for the creation of works exclusively for the Royal Chapel and 
the Patriarchal. This system guaranteed a steady supply of music for the enormous 
number of liturgical services, from the daily ones to the large celebrations of the year 
and/or related to the royal family.51 Fernandes also points out how this terminological 
issue is of relevance to Leal Moreira’s function at the Patriarchal. It has been possible 
to show that the position of Chapel Master (Mestre de Capela) has been mistakenly 
used by some authors, such as Ernesto Vieira, Manuel Carlos de Brito and Nery and 
                                                                                                                                            
cumpre sem falencia o seu Ministério de ensinar os Colegiaes, compondo ao mesmo tempo 
com boa aceitação dos Professores, para o Coro da Real Capela Patriarcal, e Igreja de Nossa 
Senhora da Ajuda muitos Salmos, Missas, como faz certo por attentações fidedignas, 
esperando-se maior aproveitamento do sobredito Ministério; por este motivo é S. Majestade 
servida mandar- lhe acrescentar annualmente quarenta mil réis ao seu ordenado, que 
principiou a vencer em dous de Julho próximo pretérito, com obrigação de compôr música de 
Capella, ou seja de Canto de Órgão ou Canto de Estante, e tudo quanto se lhe ordenar  para 
serviço das referidas Igrejas, e de Sua Majestade, conservando-se por Ajudante dos Mestres do 
mesmo Seminário, como the aqui tem praticado (…)” (Quoting - P - Lant, Patriarcal Igreja e 
Fábrica – Avisos, Cx. 59, 1780).  
51 Fernandes, “O sistema produtivo”, 231. 
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Ferreira de Castro.52 Rather, Leal Moreira’s positions were those of composer of the 
Patriarchal and Royal Chamber (Real Câmara) and of Master of the Patriarchal 
Seminary (Seminário da Patriarcal).53  
Leal Moreira was a prolific composer and his work has had widespread 
influence both in Portugal and Brazil. This conclusion can be reached by noting the 
presence of multiple copies of certain works - especially sacred ones - that became 
paradigmatic in the religious repertoire throughout the nineteenth century. Among the 
three leading composers of the late eighteenth century generation, Leal Moreira was 
the one whose career related most closely to the reign of Queen Maria I, since he was 
responsible for the two works that marked the symbolic beginning and end of her 
reign. Sousa Carvalho, his teacher at the Patriarchal, was a bursary-holder of King 
José I in Naples, while Marcos Portugal’s career turned revolved around the Prince 
Regent and future King João VI, and João José Baldi focused his activity outside 
Lisbon. This connection with Queen Maria I’s court intensified when Leal Moreira 
was invited to write a Mass for ther Acclamation in 1777. He, along with Sousa 
Carvalho, was the composer who wrote the largest number of serenatas for birthdays, 
baptisms and onomastic days at the court from 1782 to 1793. The number of dated 
works by Leal Moreira shown that he had a brilliant career as a composer up to the age 
of about 40 (around the year 1800), when he seems to have devoted himself to 
                                                
52 Vieira, Diccionario biographico, vol. 2, 107; Manuel Carlos de Brito, Opera in Portugal in 
the eighteenth century (Cambridge: Cambridge University Press., 1989), 79; Nery and Castro, 
History of Music, 130. 
53 Fernandes, “O sistema produtivo”, 231 
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teaching rather than to composing. This may well also be the explanation for his 
quitting the S. Carlos Theatre at the Carnival of 1799.  
Having examined the different stages of Leal Moreira’s life, and considering 
their possible impact on his works (eventually surfacing some general musical 
characteristics), it can be defined at least four different chronological moments in his 
career that may coincide with changes of musical practices throughout his works.  
 
1) 1771-1776 --> Leal Moreira’s period as a student composer at the 
Patriarchal seminary, with works dating from 1771 to 1776, most of them 
written mainly for voices and continuo (some even in stile antico) and a few 
designed for voices and small orchestras; 
 
2) 1777-1788 --> A period beginning with his official premiere as a 
composer, with the Mass for the Acclamation of Queen Maria I in 1777 and 
several works composed for the court in the 1780s, with a last dated work 
from 1788;  
 
3) 1789-1799 --> The 1790s (arguably the peak of his career), including his 
time as musical director of the Italian company of the Teatro da Rua dos 
Condes, from 1790 to 1792, perfoming mainly Italian comic operas by 
Domenico Cimarosa and Giovanni Paisiello; important court-related works in 
1793 (sacred and dramatic); and his time as director of the  São Carlos 
Theater from 1793 to 1799, from period date the two works in Portuguese in 
partnership with Caldas Barbosa, besides directing and composing extra 
music for several Italian comic operas (by broadrange of composers, 
including Cimarosa and Paisiello); 
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4) 1800-1816 --> The period from the year 1800 until his death in 1819, when 
Leal Moreira dedicated himself exclusively to his teaching activities at the 
Seminário da Patriarcal and to the composition of a few important sacred 
works for the Royal Chapel; some comissioned sacred works; and finally a 
great set of funeral music written for the ceremony of the exequies of Queen 
Maria I performed in Lisbon in 1816. 
 
 
Leal Moreira’s compositional activities had an ascendant curve from the 
beginning to a peak in the 1790s, with a fast decrease in the number of works and 
variety of musical activities from 1800 to the end of his life. In order to exemplify the  
musical results of each of the afore mentioned periods, we selected some of the works 
considering date, musical forces involved and the correspondance between the 
function/use of the work and the composer’s specific position at the time. In that sense 
this study begins positing the earliest dated work, the Stabat Mater, or Sequentia para 
a Festa das Dores, although with two copies, both of them indicating the date of 1771, 
as an example from the first period.54 
 
                                                
54 Two copies can be found of this work, and both bring the date of 1771. One is at the 
Arquivo Musical da Sé de Lisboa (picture above) under the call numer 145/55 C-4 and other is 
at the library of Vila Viçosa Palace on Maço CIX n.1. 
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Figure 3: Leal Moreira - Stabat Mater (1771) - Front and first pages. Patriarcal Igreja e 
Fábrica, Lisboa  
 
This date indicates that the work should have been composed when the author 
was age 13, fairly reasonable considering that, according to Fernandes, Patriarchal 
Seminary students were expected to be fully trained at the age of 17 years old. The 
earliest musical autographs, a few psalms for voices and continuo available in the 
Patriarchal archives, are dated from 1776, thus confirm that Leal Moreira was properly 
active as a student composer, writing these works at the Seminário da Patriarcal, 
music meant to be used by the students in their religious ceremonies.55 
                                                
55 Writing works only for voices accompanied by continuo instruments, with or without the 
cello, bassoon and bass, was among the most important tasks of any composer's career in the 
Seminary of the Seminário da Patriarcal and the Chapel Royal, as was Leal Moreira’s 
case.These sacred works show throughout the composer's career, even if not in chronological 
order or linear idioms, the musical practices adopted by the composer in his transit through 
various styles and technical possibilities. This happened through a visible dialogue between 
traditional techniques of composition related to a style inspired by Patriarchal Roman baroque 
practices with the later works with orchestra that, in a musical discourse that announced the 
nineteenth century, blended and mixed the new Italian operatic traits applied to the sacred 
context. This means that the differences are not merely limited to the melodic tastes and new 
styles in vogue, but to composition techniques based on different concepts of counterpoint and 
harmonic use of resources. This could be either by applying the chromaticism and modulations 
of the eighteenth-century tonal system, which required an equal division or intonation 
temperament, or by a late use of the church modes and Palestrinian counterpoint that 
 
 
 
44 
According to documents cited by Vieira, and confirmed by Cristina 
Fernandes, it was on May 19th 1777 that Leal Moreira had his solemn premiere as a 
professional composer, when he was commissioned to write the Missa do Espírito 
Santo, as part of the music for the ceremony of acclamation for Queen Maria I. This 
opportunity showed how esteemed the 19-year-old composer was, to have been chosen 
to write music for such an occasion; his mass was followed by a Te Deum written by 
the celebrated court composer David Perez (1711-1778). Fernandes quoted the 
descriptions of this unique event and the importance of music in the theatrical 
representation of power found in the Auto da Levantamento e Juramento que os 
grandes fizerão à muito alta e poderosa Rainha fidelíssima D. Maria I.56 According to 
this document, at the new Praça do Comércio (still under construction after the 
                                                                                                                                            
maintained the tradition of tuning systems close to mesotonic. In this case, there are works 
made by following the late practice of the stile antico in the hexachordal system (and thus 
more coherent and effectively carried out with the support of fixed instruments - organs of the 
Iberian tradition tuned in mesotonic). There are also several transitional works in which the 
cited practices are merged with the use of orchestral instruments (which still generate 
questions about their interpretive practices and intonation). And finally we find works from 
the late eighteenth and early nineteenth centuries that already made use of harmonic 
instrumental and vocal apparatus that was unrelated to the earlier practices, with a the taste 
connected to the Italian opera and its contemporary techniques. In this last case, the organs 
used were already those built in the late eighteenth century with an equal temperament tuning 
system type. Most interesting, however, is that the use of these techniques and styles are not 
necessarily subject to the chronology, since that at any given time more conservative or more 
modern works were composed in a same time period. These works were written following the 
liturgical function (ferial or festive purpose) and place for which the work was intended, rather 
then driven from a formal or rigorous search for any kind aesthetically advanced values, 
concepts related to the Central-European Romantic movement and somewhat foreign to the 
composers at the end of the ancienrégime. 
56 Apud. Fernandes, “O sistema produtivo”, 508. “AUTO DO LEVANTAMENTO E 
JURAMENTO, que os grandes, titulos seculares, eccelesiásticos e mais pessoas, que se 
acharão presentes fizerão á muito alta, muito poderosa Rainha Fidelissima a Senhora D. 
Maria I…Na tarde do dia 13 de Maio. Anno de 1777. Lisboa: Na Régia Officina Typográfica, 
anno de MDCCLXXX. Uma transcrição deste documento encontra-se publicada como 
Apêndice à biografia de D. Maria I, da autoria de Luís de Oliveira Ramos (2006: 237-262)”. 
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earthquake of 1755), the greatest ephemeral construction of eighteenth-century Lisbon 
was built for the acclamation of D. Maria I. In this spectacular theatrical scenario (to 
which were added processions, dances, fireworks and bullfights for several days to 
increase the popular impact of the celebration), music played an important role in the 
representation of power through sound with the participation of a number of court 
sponsored musical structures, each one associated with precise functions of political 
and religious nature.57 For the morning Mass and for the afternoon Te Deum, after the 
acclamation, “at the same venue a wooden church was built to be the Real Capella 
Patriarcal.” The same document specifically mentions that for this morning Mass “the 
new music was a work by António Leal Moreira.”58 No full score or 
instrumental/vocal parts that are specifically indicated as belonging to this 
composition have been found during this research. However, a collection of musical 
sections for eight-part choir, four soloists and orchestra is located at the National 
Library of Portugal, that we consider that these may well belong to the Missa do 
Espírito Santo for the acclamation of 1777. This attribution is based on the musical 
language of these parts, which are very consistent with other Leal Moreira’s sacred 
works that date from the same period, such as the Te Deum in D major dated 1778, or 
the Coro dos Anjos, dated 1779. The orchestral writing, especially the strings, shows a 
more complex and independent writing between violins I and II, with arpeggios and up 
and down scales, that create musical effects rather than melodic contours. On the other 
                                                
57 Fernandes, “O sistema produtivo”, 508. 
58 Fernandes, “O sistema produtivo”, 509. 
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hand, towards his 1790s music writing, the violins will overconcentrate the melodic 
interest in the violin I, in a more lyrical melodic shape, having the other parts as 
accompagniment. The bass line in the late 1770s is still written in a “basso continuo” 
fashion, with the extensive use of arpeggios, while in the later works are resumed to 
repeated notes that create an harmonic effect rather then movement. 
 
 
 
Figure 4: Leal Moreira - Autograph of Coro dos Anjos n.3 (1779). First page (CLI 1-18 
C_0003_2r). Biblioteca Pública de Évora, Évora. 
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Figure 5: Leal Moreira - Te Deum (1778). Transcription based on autograph manuscript F.C.R. 
138//16. Biblioteca Nacional de Portugal, Lisboa. 
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Even without a full score transcription, the same characteristics of the late 
1770s can be observed in the first violin part from the presumed Mass of of 1777, 
especially in the use of arpeggios and of repeated notes without a melodic contour. 
 
 
    
Figure 6: Leal Moreira - Messa (1777?) Cover and first page of First Violin part F.C.R. 
138//4a. Biblioteca Nacional de Portugal, Lisboa. 
 
 From 1782 to 1793, during his appointment as music director of Teatro da 
Rua dos Condes, Leal Moreira was still one of the composers most in demand for 
composing court serenatas or short drammi per musica as adapted for the Portuguese 
court written specifically for royal birthdays and marriages. The characteristics of 
these works are discussed in chapter 2, which situates these works among other 
serenatas composed for the court. The works can be divided into two groups reflecting 
two phases; the first one includes Siface e Sofonisba, sung in Queluz Palace in 1783; 
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Gl’imenei di Delfo sung in 1785 to celebrate the double marriage of Portuguese Prince 
João and Princess Mariana Vitória respectively to Spanish Princess Carlota Joaquina 
and Prince Gabriel António; and the oratorio Ester written in 1786 for the name-day of 
Prince José, also in 1786. The second phase can be exemplified by Artemisia, regina 
di Caria from 1787 and Gli eroi spartani from 1788. This latter work already displays 
several structural musical elements that would be the hallmark of Leal Moreira’s 
musical practice in the 1790s.  
The most important dated sacred work of this decade is the 1786 Te Deum for 
St. Sylvester’s Day, 31st December. The tradition of singing the Te Deum on the last 
day of the year as thanksgiving had for several decades been one of the most 
monumental musical-liturgical ceremonies of eighteenth-century Lisbon. These festive 
events made necessary the creation of musical works that called upon substantial vocal 
and instrumental forces, almost always in polychoral writing alternating with solos of 
great vocal virtuosity. According to Fernandes, after the expulsion of the Jesuits from 
the Portuguese domains in 1759 by the Marquis of Pombal, the Te Deum for St. 
Sylvester began to take place at the Royal Chapel of Ajuda, instead of at the church of 
São Roque (the Jesuit church) as in the previous decades. The space was more limited 
and the musical taste had changed towards something post-baroque, however the 
pomp of the ceremony (which was attended by the court, the diplomatic corps and the 
grandees of the kingdom) remained. The preference for polychoral textures was 
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retained in the second half of the century, although by this time only employing two 
orchestras, two choirs and a variable number of soloists instead of four or five choirs.59  
In his diary, the French ambassador, the Marquis of Bombelles, left a 
description of the thanksgiving Te Deum performed at the Royal Chapel of Ajuda in 
1786. Bombelles did not hesitate to make a number of critical comments about the 
Portuguese court and the musical performance. The Te Deum itself, most probably that 
of Leal Moreira, even if the composer was not mentioned, pleased the ambassador:  
 
  
After dinner, we were at the Ajuda Palace to attend the Te Deum sung in 
thanksgiving for God’s favors spread to the kingdom of Portugal in the year 
1786. These musicians of the Patriarchal are the same who, in the solemnities, 
perform motets in the Queen’s chapel. This musicians are very good but do 
cost more than half a million a year. Certainly, with such a large sum [the 
music] could be much better, especially concerning the singers. There is a 
soprano named Ferracuti whom all Lisbon loves, but according to this 
foreigner who is accustomed to hear good singers, is one of the saddest 
“miauleurs” it is possible to meet. The Te Deum performed tonight is by a 
young Portuguese composer and the work as a whole, and as well its details 
are a credit to the talent of the author.”60  
 
 
 
                                                
59 Fernandes, “O sistema produtivo”, 514-16. 
60 Cited by Fernandes, “O sistema produtivo”, 517. “En sortant de table, nous avons été au 
palais de l'Ajuda pour assister au Te Deum chanté en action de grâces des faveurs répandus par 
Dieu sur le royaume du Portugal dans le cours de l'année 1786. [...] La musique de la 
patriarcale est la même qui, dans les solennités, exécute les motets à la chapelle de le Reine. 
Cette musique est très bonne mais aussi coûte-t-elle plus de cent mille écus par an. 
Certainement pour une somme aussi considérable, on pourrait avoir beaucoup mieux encore, 
surtout en chanteurs. Il ya un soprano nommé Ferracuti dont tout Lisbonne raffole qui, au grè 
des étrangers accoutumés à entendre de bons chanteurs, est un des plus tristes miauleurs qu'il 
soit possible de rencontrer. Le Te Deum exécuté ce soir est de la composition d'un jeune 
Portugais; l'ensemble de ce morceau, comme ses détails, font honneur au talent de l'auteur.” 
(Bombelles 1979 73, 31-12-1786; NeryVE) 
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As observed by Fernandes, the musical structure of this Te Deum is organized 
into three large sections. The introductory one comprises the Sinfonia and Oh salutaris 
hostia, followed by the Te Deum itself and ending with the Tantum ergo (last two 
verses of the hymn Pange lingua). According to the testimonials left in the Diary of 
the master of ceremonies of the Patriarchal Francisco Braga, we know that the 
Sinfonia could also be played at the end, being replaced at the beginning by a fanfare 
played by trumpets and timpani. 
 
 
  
Figure 7: Leal Moreira - Te Deum (1786) Cover and first pages of Sinfonia and Te Deum 
laudamus M.M. 346 and M.M. 2311. Biblioteca Nacional de Portugal, Lisboa. 
 
As mentioned above, in 1790 Leal Moreira became responsible for the 
musical direction of the comic operas staged by a company of Italian singers at the 
Teatro da Rua dos Condes. It was at this time that the composer gained significant 
contact with the most modern and updated operatic music, directing several works 
from the best known composers of the time such as Pietro Guglielmi, Giuseppe Sarti, 
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Pasquale Anfossi, Antonio Salieri, Giovanni Paisiello and Domenico Cimarosa. The 
musical style of the Portuguese composer was heavily influenced by these composers, 
and it was fundamental for the development of his own musical identity as can be seen 
especially in the works composed in the last years of the 1780s and the first of the 
1790s.  
 The only dated work that has been identified from this period is a set of Matins 
for the Sacred Heart, or Responsoria in festo Sanctissimi Cordis nostri Jesu Christi, 
composed in 1791. This is a substantial work consisting of a variety of choral 
movements alternating in responsorial manner with solo-voiced arias featuring 
obbligato instruments. The work has the dimensions of the great masses or the 
Portuguese dramatic serenatas of Moreira’s career. 
 
 
Figure 8: Leal Moreira - First page of Responsoria in festo Sanctissimi Cordis nostri Jesu Christi 
/ Original d’Ant.o Leal Moreira anno 1791. Musical manuscript145-29 / C3. Lisboa: Arquivo 
Musical da Sé. 
 
 
It is possible to consider the six years period between 1793 to 1799 as the 
peak of Leal Moreira’s professional life. In 1793, on the occasion of the important 
celebrations for the birth of the heir, Princess D. Maria Teresa, firstborn of the de facto 
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Prince Regent João (acclaimed João VI in 1818) and the Spanish Princess Carlota 
Joaquina, several works were commissioned and performed. Leal Moreira wrote two 
important works, a mass and a serenata, that formed part of the events related to this 
celebration. The mass for two choirs and two orchestras from 1793 is one of the 
largest and most impressive works from this period in Portugal, comparable only to 
the traditional great Te Deums for the end of the year. The composer also wrote Il 
natale augusto, an allegorical serenata (different in theme and structure from those 
composed for the court in the 1780s), which featured the internationally renowned 
Portuguese soprano Luísa Todi, during her short stay in Lisbon that year, in the role of 
Gloria.  
On June 30th of the same year was the great opening of the Real Teatro de 
São Carlos in Lisbon. Antonio Lodi, the impresario of Teatro da Rua dos Condes was 
chosen to run the new theater São Carlos, in partnership with the court horn-player 
André Lenzi, and Leal Moreira was appointed as its first musical director. For the 
inauguration Leal Moreira directed the comic opera La ballerina amante by Domenico 
Cimarosa, launching a tradition of comic operas that would characterize this theater’s 
repertory during the 1790s. This was effectively a continuation of the fare of the 
Teatro da Rua dos Condes, with both Italian works and those composed or adapted for 
the “Portuguese taste”.  
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Figures 9a: Aviso (advertising) for the opening night of São Carlos (1793).  
9b Title page of the libretto of Cimarosa’s comic opera A bailarina amante (La ballerina 
amante) and the ballet A felicidade lusitana. Biblioteca Nacional de Portugal, Lisboa. 
 
 
In the period 1795-99, Leal Moreira contributed to a few pasticci and inserted 
music in various Italian operas, such as Il disertore francese by Gazzaniga and one 
aria for the spoken play La serva riconoscente. L’eroina lusitana was his very last 
dramatic work, a two-act drama for which, unfortunately, just the libretto has survived. 
After his time at the Teatro de São Carlos, Leal Moreira dedicated himself 
almost exclusively to his teaching activities at the Patriarchal seminary and to the 
production of church music connected to his activity as official composer for the 
Patriarchal; he also fulfilled a few compositional commissions.  Not many of these 
compositions have survived (and perhaps not many were actually composed), making 
the last twenty years of his life less productive in terms of items, but featuring some of 
the most important liturgical works of his career. Even with fewer compositions, these 
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late works became more and more complex and even unusual in structure, always 
requiring substantial musical forces. According to Fernandes, there was a myth in 
Portuguese musicology that the effectiveness of the Royal Chapel and Patriarchal was 
gradually decreasing towards the end of the eighteenth century and the first decade of 
the nineteenth. However, the masses from 1803 and 1805 composed by Leal Moreira 
(among several great works composed by others), alongside recently found lists of 
musicians working for both the Royal Chapel and Patriarchal, contradict this premise. 
The Compendio do Código da Santa Igreja Patriarcal, written by Manuel Jozé 
Teixeira Torres, lists for the year of 1797 a total of 94 singers at the service of 
institutions (Royal Chapel and Patriarchal, now at the same location), 12 organists and 
67 chaplain singers.61  
During this long period, Leal Moreira also wrote works for the Basilica at 
Mafra, with music specially designed for its six organs and male choir. Among the 
works he composed for this singular ensemble, and noteworthy among the general 
repertory for Mafra, two masses should be highlighted. These two masses date from 
1807 and, different from the early works written for Mafra, such as the 1795 mass by 
Sousa Carvalho (for a maximum of four organs, where the vocal lines in two to four 
voices are not technically challenging, rather similar to harmonized plainchant), Leal 
Moreira’s large mass of 1807 is written for six organs (with an introductory “sinfonia” 
for the organs only) and features very virtuosic vocal solos accompanied by the choir 
                                                
61 Fernandes, “O sistema produtivo”, 62. 
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(in four parts or unison) in a manner that resembles the opera seria male choruses 
from the first decade of the nineteenth century.62  
Following the 1807 invasion of Portugal by the Napoleonic army led by Junot 
and the consequent sudden transfer of the Queen, Prince Regent, the Portuguese Royal 
Family and essential members of the country’s administration to Brazil, the Royal 
Chapel and Patriarchal suffered a correspondingly important change. In the period 
comprised between 1809 and 1817 many of the musicians from Lisbon (including the 
Italian castrati) moved to Rio de Janeiro to serve the new Royal Chapel. According to 
Fernandes, Prince João kept a close eye on the activities of the Lisbon Patriarchal, but 
even so the situation in Lisbon became very difficult in the court’s absence. The 
beneficiary [“benificiado”] António Pedro Garcia wrote frequently to the Prince 
reporting the situation and the growing lack of musicians and ecclesiastical personnel. 
Even in this situation, foreign travelers such as Samuel Broughton remained fascinated 
by the ceremonies that took place at the Ajuda Patriarchal in the first decades of the 
nineteenth century: 
The music, that rarely was interrupted during the rite, was solemn and of 
great effect. The choir tribune has a superior quality organ, which with a 
group of Italian singers, produced one of the  greatest choir I have ever heard. 
This ensemble included at that occasion several vocal performers of the 
greatest level, that performed beautiful duets, solos, etc., one of them 
considered the greatest singer in Europe, comparable  
to Madame Catalani.63  
                                                
62 It is important to remember that was just in 1806 that the organs underwent 
restoration/enlargement, having the six instruments working. By the time of Sousa Carvalho’s 
mass, most probably only four organs were available. 
63 Fernandes, “O sistema produtivo”, 64. “A Música, que raramente se interrompia ao longo 
do ritual, era solene e de grande efeito. A tribuna do coro está equipada com um órgão de 
superior qualidade, o qual, juntamente com um conjunto de cantores italianos, produzia uma 
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During the Peninsular campaigns between 1808 and 1810 against the 
Napoleonic invasion, Leal Moreira was engaged in military activities which, however 
honored and appreciated by his superiors, gave him chronic rheumatism,  a factor that 
may have been influential in the decrease of his musical activities, and overall to his 
creative process. Differently from the younger composer João José Baldi, who not 
only served in the military and also composed music to celebrate military victories at 
some remote places where he served, Leal Moreira remained in Lisbon. A few 
documents found at the Military Historical Archives in Lisbon attest to his requests to 
be dismissed from the military function of Tenente Aggredado á 5a. Companhia do 
Batalhão de Cassadores [sic] de Lisboa Oriental due to his rheumatism and advanced 
age.64 
Only a couple of works may be dated to the composer’s last years. It seems 
clear that due to his illness and to the teaching activities at the Patriarchal seminary 
Leal Moreira’s production was reduced only to commissioned works and to the 
direction of a few important musical events. The most important royal event in which 
Leal Moreira participated as composer in the last years of his life were the funeral 
ceremonies for the death of Queen Maria I, in 1816. This great ceremony, which took 
place in the great Basílica da Estrela (the greatest church built during Queen Maria I’s 
reign in 1779), featured music composed and directed by Leal Moreira to follow the 
                                                                                                                                            
dos mais belos coros que alguma vez ouvi. Este conjunto incluia, nessa ocasião, vários 
executantes vocais do mais alto nível, que interpretaram belos duetos, solos, etc., um dos quais 
era considerado o maior cantor da Europa e tido como igual a Madame Catalani.” [Carta IV, 
Belém, Dezembro de 1812] (Broughton 1815: 37-38; NeryVE). 
64 Arquivo Histórico da Marinha, PT AHM-DIV-3-28-2-59 (01). 
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celebrated Matuttino dei Morti by the court composer Davide Perez and Wolfgang 
Mozart’s Requiem mass. The Absolutions written by Leal Moreira are one of the great 
examples of a composer’s absorption of and homage to the work of the great master 
from Salzburg.  
 
   
Figure 10: Absolvições de D. Maria I (1816) - Front and first page of the autograph. Musical 
manuscript M.M. 131//1 and M.M. 135Biblioteca Nacional de Portugal, Lisboa. 
 
 
Fernandes conveys the reputation of the experienced and polyvalent master 
through a document written by the inspector Francisco Torel, which summarized his 
professional life: 
 
Equally during time as a Disciple and as a Master [António Leal Moreira] 
always showed great talent and ability for the science of Music, in which he 
has taught many seminarists with great success, both invocal solfeggio, 
harpsichord playing and counterpoint, being among the other masters of the 
Seminary the one who has mostly  
distinguished himself in the satisfaction of his duties (...) Lisboa, October 19, 
1805. Mons. Francisco Xavier da Cunha Torel, Inspector of the Real 
Seminário Patriarcal de Muzica.65 
                                                
65 Fernandes, “O sistema produtivo”, 375. P-Lant, Patriarcal Igreja e Fábrica – Avisos, Cx. 60. 
“Tanto no tempo de Discípulo como no de Mestre [António Leal Moreira] deu sempre mostras 
de grande aptidão e habilidade para a sciencia da Muzica em que tem instruído com grande 
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Leal Moreira died in 1819 as a recognized composer and teacher, as could be 
seen in the documents that attested his probity and competence in writing music for 
the most varied genres and occasions. His output is spread over several musical 
archives and libraries in Portugal, Brazil and an United States of America. Besides A 
Saloia Namorada, a unicum currently at the Library of Congress in Washington D.C., 
the majority of Leal Moreira’s works are at the Biblioteca Nacional de Portugal inside 
the collections of the Conde de Redondo, Conservatório Nacional, the extinct 
Convento e Seminário de São Vicente de Fora and some other private collections such 
as the one that belonged to the early twentieth-century musical researcher Ernesto 
Vieira. In addition to those in the Biblioteca Nacional, other works by Moreira are 
held at the musical archive of Lisbon’s Cathedral (mainly the works he composed for 
the Seminário da Patriarcal and the Seminário de Santarém), at the Biblioteca do 
Palácio da Ajuda in Lisbon (theatrical works composed for private royal performances 
at Queluz and Ajuda), at the Biblioteca do Palácio Ducal de Vila Viçosa, at the 
Biblioteca Pública de Évora, at the cathedral archive of the same city, and at the 
Biblioteca do Convento de Mafra. Finally, a few later copies of Leal Moreira’s works 
are also held in Brazilian archives and libraries, such as Casa do Pilar/Museu da 
Inconfidência  in Ouro Preto, Lira Sanjoanense, Museu da Música at Mariana and 
Museu Carlos Gomes in Campinas.
                                                                                                                                            
aproveitamento a muitos Seminaristas, na solfa vocal, toque de cravo ou órgão e contraponto, 
sendo entre os outros Mestres do Seminário o que mais se distinguia na satisfação e deveres de 
semelhante lugar (…). Lisboa, 19 de Outubro de 1805. O Mons. Inspector do Real Seminário 
Patriarcal de Muzica, Francisco Xavier da Cunha Torel.” 
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Chapter Two: António Leal Moreira as a composer of dramatic music  
 
 
 
2.1: António Leal Moreira and his previous experiences as a composer of 
dramatic music before A Saloia Namorada 
 
Leal Moreira’s dramatic production as a composer lasted from 1782 to 1795 in 
parallel with that of sacred music; his career was not long but it was significant. The 
earlier years of his activity in the dramatic field comprised “Italian fashion” serenatas 
performed at court celebrations from 1782 to 1793. In terms of number and 
importance of works, Leal Moreira was one of the most representative composers in 
this genre in eighteenth-century Portugal. The composer’s contribution to the dramatic 
repertory in Portugal, alongside those of other musicians from his own and 
immediately previous generation, was primarily in this particular genre of the one-act 
serenata, which as we will see below can be understood as a shortened form of opera 
seria as adapted for the standards and taste of the Portuguese court. A substantial 
proportion of these dramatic compositions for the court, as well as their librettos, are 
extant and can be found in various of the principal Portuguese libraries and music 
archives, such as the Biblioteca do Palácio Nacional da Ajuda, Biblioteca Nacional de 
Portugal and Biblioteca do Palácio Ducal de Vila Viçosa. These works were 
performed in the almost private small royal theaters in the palaces of Ajuda, Queluz 
and Salvaterra, which will be discussed further in this chapter. 
As we saw in Chapter 1, from 1790 to 1792 the composer was engaged in 
intense activity as director of the operatic productions at the Teatro da Rua dos 
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Condes, directing mostly comic works by Paisiello and Cimarosa. Differing from his 
earlier experiences in the serenata/opera seria field, there are no records of works 
composed by Leal Moreira for the Rua dos Condes, which appears to have performed 
repertory essentially dedicated to Italian comic opera by Italian composers.66 Three 
years at the Rua dos Condes surely gave him experience in comical productions that 
paved the way for him to become, from 1793 to 1799, the first musical director of the 
newly built Real Teatro de São Carlos. During this time, besides composing A Saloia 
Namorada and A Vingança da Cigana in partnership with Caldas Barbosa, Leal 
Moreira was mainly responsible for directing all operas staged at São Carlos while 
regularly writing additional musical numbers for the operas by Italian composers 
staged at the theater and directing a comic repertory similar to the one he had 
supervised at  Rua dos Condes. 
Table 1 provides a list of Leal Moreira’s dramatic works based on several 
historical and modern sources, such as printed librettos, musical scores and 
bibliographical references. Besides year and place of performance of each work and its 
designated dramatic genre, the list also provides information concerning the location 
of the work's extant librettos and scores.  
 
                                                
66 It is worthy mentioning that at this time his brother-in-law Marcos Portugal was directing 
and composing comic operas in in Portuguese language at the Teatro do Salitre, in a period 
that immediately preceded his departure for Italy. 
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Work Librettist Year and Place of 
Performance 
Musical score and 
libretto location 
Court Serenatas and laudatory works from 1782 to 1792 
Bireno ed Olimpia 
one-act serenata 
G. Martinelli Queluz Palace, 21 Aug 1782 m: score lost 
l: P-Cug, BR-Rn 
Siface e Sofonisba 
one-act serenata 
G. Martinelli Queluz Palace, 5 July 1783 m: P-La Mus. 48-II-22 /23 
l: P-Cug, Lcg, Lt 
L’imenei di Delfo 
one-act serenata 
G. Martinelli Ajuda Palace, 28 March 1785 m: P-La Mus. 48-II-20 /21 
l: P-Lcg 
Ascanio in Alba 
one-act serenata 
C.N. Stampa Queluz Palace, 5 July 1785 m: P- La Mus. 48-II-14 
/15 
l: P-EVp, Lcg, BR-Rn 
Ester 
one-act oratorio 
G. Martinelli Ajuda Palace, 19 March 1786 
 
m: P-La Mus. 48-II- 18/19 
l: P-EVp, Lac, BR-Rn 
Artemisia, regina di 
Caria 
one-act serenata 
G. Martinelli Ajuda Palace, 17 Dec 1787 m: P-Ln C.N. 168 -
(autograph); P-La Mus. 
48-II-12 /13 
l: P-EVp, BR-Rn 
Gli eroi spartani 
one-act serenata 
 
G. Martinelli Ribeira Palace, 21 Aug 1788 m: P-La Mus. 48-II-16 /17 
l: P-Lcg, BR-Rn 
Elogio e Baile 
(Occasional music) 
Unknown Possibly 13 May 1788 m: P-VV Música Profana 
Práctica maço 10 
l: lost 
Gli affetti del Genio 
Lusitano 
one-act serenata 
G. Martinelli Castelo de S. Jorge, 1 Sept 
1789 
m: score lost 
l: P-Ln M. 1567 P. 
Il puro omaggio 
(occasional music) 
G. Martinelli Rua dos Condes Theater, 13 
May 1791 
m: score lost 
l: lost (only historical 
references to it) 
Works and participation on pasticci written after Leal Moreiraʼs appointment as 
musical director of Teatro de São Carlos - 1793 to 1799 
Il natale augusto 
one-act serenata 
G. Martinelli Palace of A. J. da Cruz Sobral, 
29 April 1793 
m: P-Ln C.N. 165 
l: P-Ln M 1042 P; M 1555 
P; T.S.C. 143 P; BR-Rn 
A Saloia 
Namorada, ou O 
remédio é casar 
one-act farça 
Caldas 
Barbosa 
Theater of São Carlos, 1793 m: US-Wc Loc M1500 
M787 A9 (Case) 
l: P-Ln T.S.C. 168 P. 
 
Table 1: List of Leal Moreira’s dramatic works. 
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Os Voluntários do 
Tejo 
two-acts drama 
DOUBTFUL 
WORK 
João Roberto 
Dufondi 
Theater of São Carlos, 1793 m: score lost 
l: P-Ln M. 1539 P; T.S.C. 
205 P 
A Vingança da 
Cigana 
one-act drama joco-
serio 
Caldas 
Barbosa 
Theater of São Carlos, 1794 m: P-Ln M.M. 137 - 
(autograph) 
l: P-Ln M. 1241 P. 
L’eroina lusitana 
two-acts drama 
G. Martinelli Theater of São Carlos, 21 
March 1795 
m: score lost 
l: P-Ln M. 959 and 
M.1144P 
Music for the 
pasticcio of Raollo 
DOUBTFUL 
WORK 
Anonymous 
Italian version 
of Boutet de 
Movel’s text 
Theater of São Carlos, 1795 m: score lost 
l: P-Ln T.S.C 162 P 
Terzetto to 
pasticcio based on 
Gazzaniga’s Il 
disertore francese 
F. Casorri, 
after L.S. 
Mercier 
Theater of São Carlos, 1796 
and Turin, Carignano, carn. 
1800 
m: I-Mc; P-Ev Torino, 
Italy and Sé de Évora 
archive 
Additional music 
for Gazzaniga’s Il 
serraglio d’Osmano 
Giovanni 
Bertati 
Theater of São Carlos, 1797 m: P-VV Música Profana 
Práctica maço 22  
 One number for the 
pasticcio La serva 
riconoscente 
Unknown 
adaptation of 
Goldoni’s text 
Pasticcio at Theater of São 
Carlos, 1798 
m: scores lost 
l: P-Ln T.S.C. 172 P 
 
Table 1, cont.: List of Leal Moreira’s dramatic works.  
 
  
The vast majority of Leal Moreira’s dramatic production was concentrated in 
the earlier phase of 1782 to 1791, when the composer wrote nine works for the court, 
for seven of which scores are extant. The very first and the last works of this initial 
period are still considered lost. For Bireno ed Olimpia only the libretto by Martinelli is 
extant. Concerning the occasional work Il puro omaggio, Brito refers to an 
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undocumented reference by Manuel Carvalhaes about a possible performance at the 
Rua dos Condes.67  
 Perhaps the most significant period of Leal Moreira as a dramatic composer 
was that as composer of court serenatas. Even though these works are modeled after 
the opera seria, and hence not immediately related to the comical genre, an 
understanding of their nature is fundamental to tracing the transformations of Leal 
Moreira’s practice. His experience with the serenatas, mixed with the buffo standards 
of Paisiello and Cimarosa that he had learned during the years at Rua dos Condes, led 
the composer to write the two most remarkable works in his output, and perhaps of the 
whole late eighteenth century in Portugal: the entremezes in the Portuguese comic 
musical theater fashion A Saloia Namorada and A Vingança da Cigana, which will 
receive special attention in Chapter 3. 
Before turning to the main topic of the chapter, we should briefly consider 
some of the less “standard” works: L’Eroina Lusitana and the pasticci Os Voluntarios 
do Tejo, La Serva Riconoscente, and additional music for Gazzaniga’s works staged at 
São Carlos. Raollo is also a possible pasticcio, staged in 1795, in an Italian version by 
Giuseppe Carpani of the French drama by Boutet de Movel. According to the printed 
libretto and to a manuscript copy of the text created by the copyist António José de 
Oliveira this works was performed for the birthday of the Queen Maria I in 17 
December 1795 at São Carlos with music by Nicolas-Marie Dalayrac and directed by 
                                                
67 Brito, Opera in Portugal, 167. 
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Leal Moreira.68 A terzetto, part of this work, can be found at the Biblioteca Nacional 
de Portugal.69  The article on Leal Moreira by Brito and Stevenson in the New Grove 
does not even include this work in the composer’s list. No further information besides 
that found in Ernesto Viera’s dictionary is available, which might suggest that this 
work was Dalayrac’s and incorrectly attributed to Moreira. Another controversial 
attribution to Leal Moreira is Os voluntarios do Tejo, dated 1793. According to 
Cranmer, the libretto describes this work as a Componimento drammatico in two parts 
by Giovanni Roberto Dufondi, with no any indication that it was set to music. The 
libretto contains no indication of either composer or director, nor does it state that it 
was performed in São Carlos or any other theater. The libretto gives the dramatis 
personae, but no singers. Everything suggests that it was not a musical work.70 
Only the libretto for L’Eroina Lusitana is extant. This two-act drama with 
text by Martinelli is the last dramatic work fully composed by Leal Moreira.  L’Eroina 
Lusitana  was not a comic opera, however given the lack of extant music it is not 
possible to know yet if the composer wrote in the manner of the serenatas or if his 
                                                
68 Nicolas-Marie Dalayrac and Jaques Marie Boutet de Monvel. Raollo, Signore di Crequi : 
tragicomedia in prosa di tre atti para representarsi nel Regio Teatro de S. Carlos della 
Principessa in occasione di festeggiarsi il felicissimo giorno natalizio di Sua Maesta Fedelissima 
D. Maria 1a Regina di Portogallo Algarve etc. etc. etc. li 17 Decembre dell anno 1795. Copy of 
António Jose de Oliveira, 1796.  Biblioteca Nacional de Portugal COD. 1394//6 or 
http://purl.pt/15323; Nicolas-Marie Dalayrac and Jaques Marie Boutet de Monvel. Raollo Signore 
di Crequì [ Libreto] : tragicommedia in prosa di tre atti mista d'arie per musica, e tolta dal 
francese / [Il dramma è di Monsieur Monvel ; tradotto in italiano dal nobile Sig. Don Giuseppe 
Carpani ; La musica è di Monsieur Dalairac]. Lisbona : Nella Stamperia di Simone Taddeo 
Ferreira, 1795. Biblioteca Nacional de Portugal T.S.C. 162P. 
69 Dalayrac, Nicolas-Marie. Terzetto nell Raollo. Biblioteca Nacional de Portugal, F.C.R Co. 
70 Cranmer, David. “Opera in Portugal 1793 -1828: a study in repertoire and its spread” (Ph.D. 
diss., University of London, 1997), 353.   
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craft bore any influence from the Venetian opera seria innovations that would later be 
the “trade mark” of Marcos Portugal’s production at São Carlos in the first decade of 
the 1800s – or conversely, if Leal Moreira remained faithful to the model of A 
Vingança da Cigana and the additional music written for Gazzaniga’s works staged in 
São Carlos in the following two years (comical works as well). The only information 
remaining about this work is an interesting testimony, rather an opinion, based on the 
research of Ruy Nery, and quoted by Cristina Fernandes, of a Dutch traveler in Lisbon, 
identified only as “H**” in a version published in German under the responsibility of 
S. Horstig e J.W.G. von Engelbronner d’Aubigny. The traveler said that the music and 
the staging did not please the audience too much, considering that the music was 
inadequate for the stage. “H**” said that “it was a Portuguese, who is only accustomed 
to composing sacred music, who was the one responsible for setting this work and, 
hence, has written it in that style”. Besides the natural and well known prejudice by 
Northern European travelers concerning music in the Southern countries, it is 
interesting to note his perception of the work as sounding like sacred music. Based on 
the extant music from this period in Portugal, and specially that by Leal Moreira, this 
commentary could be truly viewed as an exaggeration.71  
                                                
71 NOTA PRÉVIA [de Rui Vieira Nery]: Escrito originalmente em neerlandês por um autor 
identificado apenas pela abreviatura “H**”, este relato de viagem foi publicado em 1799 na 
presente tradução alemã, da responsabilidade de S. Horstig e J.W.G. von Engelbronner 
d’Aubigny. A referência específica à ópera L’Eroina Lusitana, de António Leal Moreira, 
coloca contudo problemas de datação, dado que esta obra se executou de facto no Teatro de 
São Carlos mas no Outono de 1795, como parte das celebrações do nascimento de D. António, 
Príncipe da Beira, não constando quaisquer indícios de produções posteriores em Lisboa nas 
listagens de Cranmer, 1996 ou de Moreau, 1999. 
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In 1796 and 1797, Leal Moreira only wrote additional music for pasticci such 
as a trio for Giuseppe Gazzaniga’s (1743 - 1818) Il desertor francese (staged at 
Lisbon’s São Carlos certainly with little of the original music) and extra arias for Il 
Palazzo D’Osmano. The trio for Il desertor was also used in the pasticcio production 
of this opera at Turin’s Teatro Reggio in 1800, which led for many years to a mistaken 
attribution of the authorship of the music in the Turin production to Leal Moreira.72  
According to research conducted for this project on the printed libretto, Leal 
Moreira also wrote two new arias and reused the same trio written for Gazzaniga’s Il 
desertor for the pasticcio La serva riconoscente at São Carlos in 1798, one of the last 
works staged by him while musical director of that theater. Besides the terzetto, this 
pasticcio used music extracted from several Italian composers’ operas, including a 
new aria by Gaetanno Andreozzi (1755 - 1826). 
                                                                                                                                            
 04.01 [p. 149:] Den ersten Abend nach dem Stiergefechte war eine Oper in Galla. Der Prinz // 
[p. 150:] und die Prinzessin sollten auch da erscheinen. Um die Gesellschaft recht glänzende 
zu machen, wurde nicht für Geld gespielt, aber mit einen Frei-Billet, welches durch den 
Polizei-Intendenten an die Personen vom ersten Range ausgetheilt wurde, konnte man Zutritt 
bekommen. Mir wurde auch eins zu Theil. Die Oper, welche diesen Abend gespielt wurde, 
war gar zu dem Feste komponirt und gennant: Die Heldin von Lusitanien (la heroina de 
Lusitania). Aber weder das Stück, noch die Musik haben vorzüglich gefallen. Ein Portugiese, 
der nur gewohnt ist, Kirchenmusik zu komponieren, bekamm den Auftrag, dieses Stück in 
Musik zu setzen, und that es auch ganz und gar in dieser Manier. 
04.02 Du kannst Dir einen Begriff von der Gröβe des Theaters machen, wenn ich sage, // [p. 
151:] daβ ich ongefähr ein Bataillon Infanterie und eine Compagnie Kavallerie, ohne die 
Akteurs, auf der Bühne habe defiliren sehen. Die Dekorationen waren neu und prächtig. 
72 Until some specific analytical work can be conducted concerning Gazzaniga’s original 
version and those staged in Lisbon and Turin, it will be difficult to give a precise perspective 
on how much of the original music was used and how was this adapted on the later pasticcio 
versions. 
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Figure 11: Front page of the libretto for São Carlo’s production of La serva riconoscente 
(1798), with page 120 that refers to the terzetto from [Il] disertore francese 
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2.2: Leal Moreira and the Portuguese One-act Dramma per Musica or Serenata 
Lyrical drama or opera was a substantial, if not the most significant, theatrical 
genre after the rise of José I to the throne following the death of João V in 1750. 
Public policy during this time represented a change from the previous prohibition of 
public spectacles and operas after the illness of the King in 1742. These first years of 
the second half of the eighteenth century witnessed one of the most impressive 
investments in Europe in building a structure for operatic productions, with the 
construction of a new and large royal opera theater. The hiring of the most important 
architects, scenographers, machinists, musicians (composers such as David Perez, 
singers such as the castrato Caffarelli, and the formation of a solid orchestra) from the 
most important available in the European courts was also part of the strategy for the 
consolidation of a modern monarch concerned with promoting the arts and sciences. 
This was not only a time for building new spaces, but also for making the productions 
available to a larger group of people, outside of the court: performances were opened 
to the rising bourgeoisie as well. The royal Opera do Tejo was inaugurated in 1755 
and survived just for a few months, until the tragic earthquake of November 1st of that 
year, a dramatic event that caused all theatrical productions in Lisbon to cease for a 
significant period. After the earthquake, instead of rebuilding a large theater of the 
dimensions of the Opera do Tejo, the King had smaller theaters built as a way to try to 
return to the traditional life before the destruction of Lisbon: those were the royal 
theaters of the palaces of Ajuda, Salvaterra and Queluz.  
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The taste José I demonstrated for opera and ballet also brought about the 
construction in 1753, in the palace of Salvaterra de Magos, of a theater for 
performances only during the time the court moved from Lisbon every year, from mid-
January until the end of February. The project and the scenery were by the same 
architect who had designed the Opera do Tejo, the Bolognese Giovanni Carlo Bibiena. 
Even during the troubled years after the earthquake, theatrical performances did not 
stop in this royal theater, which only ceased its activities in 1792 with the closure of 
the royal theaters due to the declared madness of Queen Maria I in that same year.  
At Ajuda, where an improvised palace was built just after the earthquake, a 
new smaller opera theater was built in 1762 based also on a project by Bibiena. This 
theater is where most of the court serenatas were performed, as indicated by the 
libretti. Finally, a theatrical space was inaugurated at Queluz palace in 1778. This last 
theater, an ephemeral and portable structure that was built and disassembled according 
to the needs of each performance, was normally set in the Sala da Serenata (hall of the 
serenades), Sala do Trono (hall of the throne) or in the small front garden. Designed by 
the architect and painter Inácio de Oliveira Bernardes, it consisted of four boxes 
luxuriously adorned with gold and silver and with theatrical machinery by the Italian 
Pietro Mazzoni, who had also designed the apparatus at Salvaterra.73  
The most important public theaters, the Teatro da Rua dos Condes 
(inaugurated in 1771) and Salitre (inaugurated in 1782), were important venues for the 
                                                
73 Maria Alexandra T. Gago da Câmara and Vanda Anastácio. O Teatro em Lisboa no tempo 
do Marquês de Pombal.  (Lisboa,  Ministério da Cultura, 2005), 91. 
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performance of comic operas in the “Portuguese taste” and played fundamental role in 
Leal Moreira’s life as a composer of dramatic music: we will consider these theaters 
and their repertory in Chapter 3. 
Moreira’s one-act serenatas were thus staged in three smaller royal theaters 
that remained important during the reign of Maria I in the last quarter of the 1700s. 
This period was one in which operatic productions became much less expensive. In 
1777 the death of King José I and the subsequent fall of Prime Minister Pombal 
brought about a period called the “Viradeira” (“Turnaround”), often characterized as a 
time of religious conservatism and strict economy.74 It is true that when Maria I 
succeeded to the Portuguese throne in 1777 some changes were made to the costs and 
characteristics of dramatic music. Although this time is often seen as bringing 
impoverishment of musical activities at the court because of religious excess, it is also 
possible to revisit this period as an interesting local adaptation during financial 
reorganization and political adjustment that maintained celebration and reaffirmation 
of the royal power and Portugal’s sovereignty. According to Paulo Kühl, during the 25 
years of José I’s reign 104 operatic productions took place, while in the period from 
1777 to 1792 there were 107: this indicates an increase of operatic production after 
Jose I, even if individual works were less expensive.75  
                                                
74 Manuel C. de Brito, Opera in Portugal in the Eighteenth Century (Cambridge: Cambridge 
University Press, 1989), 59. 
75 Paulo M. Kühl, “Os Libretos de Gaetano Martinelli e a Ópera de Corte em Portugal (1769-
1795)”.  (PhD diss., Universidade de São Paulo, 1998), p. 20. 
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While during the reign of José I enormous amounts of money had been spent 
on fewer lavish operatic productions, Maria I’s time was characterized by more private 
operatic productions destined for the almost exclusive enjoyment of the royal family.  
Some comparisons should be made between both periods to help explain this change. 
Manuel Carlos de Brito observes that even bullfights were suppressed during the reign 
of Maria I and there was also talk of doing away with hunting and the opera. In fact, 
for the first three years of the new reign there were no operatic productions, with the 
exception of the one-act componimento drammatico Il ritorno di Ulisse in Itaca by 
David Perez (1711-1778), performed at the new Queluz Theatre on 17 December 
1778.76  
As one of the consequences of these new political and financial adjustments, 
Portuguese composers came to the forefront during this time, no longer concentrating 
almost exclusively on the creation of sacred music. A few Portuguese composers in 
partnership with the court poet Gaetano Martinelli (fl 1764-95) were called upon to 
develop a considerable number of reduced versions of the traditional three-act opera 
seria: the one-act drammi per musica that this research sees as developed for the 
Portuguese court at this time. These works can be seeing as an adapted sub-genre of 
the opera seria tradition that developed in a particular way in Portugal, initially 
generated principally by the financial reasons cited above, and which eventually 
became a standard. These works followed the model of what the poet Pietro 
Metastasio (1698 - 1782) called azioni, feste or componimenti dramatici, while in 
                                                
76 Brito, Opera in Portugal, 57. 
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Portugal these short works with serious plots were generally called serenata. These 
works were not any kind of autochthonous genre or sub-genre (as might observable in 
the sub-genres ot the Portuguese entremez), but rather a local adaptation or practice 
that created something identifiable as unique in its recurrence and consistency, rather 
then making any claims for originality. Brito tried to explain the discrepancy in 
terminology by the fact that these serenatas were non staged works (or semi-staged) 
like the Italian model, but were called dramma per musica for reasons of status, length 
of the works and for the non-allegorical traits that could relate them to the Metastasian 
dramas rather then to the Italianate allegorical serenata.77 All three royal theaters that 
were functioning during Leal Moreira’s time were the main venues for the 
performances of the serenatas, which have plenty of staging indications in the libretti, 
revealing the possibilities for the performances of the drammi per musica or serenatas 
with costumes, scenery and machinery in keeping with the spectacle of Baroque 
tradition. Whether these works were fully or semi-staged may remain under 
discussion, but the most important issue is that they were chosen to be the replacement 
for the previous luxurious three-act operatic productions. Though apparently more 
economical because the likely reduced number of rehearsals, the whole spectacle was 
musically and theatrically highly demanding, intended to be performed by the best 
                                                
77 Brito, Opera in Portugal, 58. 
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available singers hired for the court with an orchestra unrivaled by all but a few others 
in Europe.78 
A few oratorios were also composed, only differing from the serenatas in 
terms of their subject. Oratorios were performed during Lent, when operas with 
secular plots were forbidden. These works were to be performed especially on 19 and 
21 March, name-days of the heir to the throne, Prince José, and of his aunt and wife 
Princess Maria Francisca Benedita. The plots from the oratorios were based on sacred 
subjects, but they follow the same dramatic and musical structures as the serenatas, 
although perhaps they were unstaged following the Italian oratorio tradition. 
Following the rise of Queen Maria I to the throne, an unwritten rule 
prohibited the appearance of female singers on stage, whether in private or public 
theaters. This rule endured until at least 1795, with the beginning of the regency of 
Prince João. David Cranmer, in Opera in Portugal 1793 -1828: a study in repertoire 
and its spread, observes: 
All contemporary visitors to Portugal make reference to the Queen’s 
prohibition, supposedly a consequence of her insane jealousy of other women 
- one of the many manifestations of her madness. However, no decree as such 
has ever been found. It may just have been that following a scandal in 1774 
between the Count of Oeiras (son of the Prime Minister, the Marquis of 
Pombal) and the singer Anna Zamperini, women were banned from Lisbon 
stages by unwritten rule, rather than by legal decree. 79 
                                                
78 Brito, Opera in Portugal, 59. “for serenatas and oratorios there were only two rehearsals. 
The orders issued to the singers and players show that the orchestra for these performances 
comprised between twenty-three and thirty-two players, with an average number of twenty-
eight. At Queluz there was sometimes a display of fireworks in the garden after the 
performance.” 
79 David Cranmer,  “Opera in Portugal 1793 -1828,” 18. Footnote 12. 
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In the serenatas the primo uomo and prima donna were male sopranos, while 
usually the other three characters were: another soprano castrato, a alto castrato and a 
tenor. Following the opera seria tradition bass voices were not used, since those were 
associated with buffo (comic) roles. A singular exception can be found in the two 
“choir” parts of Sousa Carvalho’s Numa Pompilio of 1789 which asks for bass voice 
in the choir, but not as an individual character. Just as in the opera seria the singers 
were Italian castrati, some of them already hired during D. José I’s time, others 
brought in during Maria I’s reign, from among the best available in Europe. The tenor, 
usually a patriarchal or ruling figure, might join the principal couple in a trio. There 
are a few cases where roles for the alto singer or for the third soprano have larger 
dramatic and musical importance than usual.80 The composers, by working with a 
fixed and highly professional set of singers, were able to write with the singers’ 
abilities in mind. This made possible a deeper knowledge of the singer’s technical and 
expressive specialities, and allowed composers to explore the maximum possibilities 
of vocal virtuosity in their writing, with the confidence that the result would be 
successful. 
Gaetano Martinelli (fl 1764-95), the court poet responsible for providing most 
of the texts for the serenatas, arrived in Lisbon on May 20th 1769 according to a letter 
sent to Niccolò Jommelli by Pedro José da Silva Botelho, director of the Portuguese 
                                                
80 An interesting case can be observed in Leal Moreira’s Ester of 1786, where Mardocheo 
(sung by an alto) has a major role in the plot, with three contrasting arias. 
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royal theaters, quoted by McClymonds.81 Kühl also provides some new data based on 
his research on various Italian printed libretti, claiming that Martinelli was from 
Rome, but without documenting information about his date or place of birth. The first 
mention of the poet is in a libretto of Li rivali placati, performed in Venice in 1764, 
with music by P. A. Guglielmi.82 Duke Carl Eugen of Würtenberg engaged him in 
1766 to produce comic operas for his new theatre at Ludwigsburg in collaboration 
with Jommelli, who had been the Ober-Kapellmeister of the Duke of Württemberg at 
Stuttgart since 1753. Jommelli was also invited to work in Portugal, but declined the 
King’s offer, deciding to continue working for the Duke of Württenberg, however 
offering to send to Portugal copies of his operas as well as composing new operatic 
works and sacred music specifically for Lisbon. Jommelli arranged to work for the 
Portuguese court theatre in absentia, sending Martinelli as his representative to help 
with adapting his operas for the Portuguese court, in collaboration with the Portuguese 
composer João Cordeiro da Silva (fl 1756–1808).83 
The majority of Martinelli’s works in Portugal were written during the reign 
of D. Maria I (1777 - 1792). Curiously these works were in opera seria style, a genre 
in which he had no previous experience as a librettist. As Kühl observes, in Italy 
Martinelli had only written two comic operas, working within the same genre in 
Germany (with the exception of only two occasional works for the court of 
                                                
81 Marita McClymonds, Niccolò Jommelli: the last years, 1769 – 1774 (Ann Arbor: UMI 
Research Press, 1981), 595. 
82 Kühl, “Os Libretos de Gaetano Martinelli,” 14. 
83 Marita P. McClymonds. "Martinelli, Gaetano." In The New Grove Dictionary of Opera, 
edited by Stanley Sadie. Grove Music Online. Oxford Music Online, (accessed July 9, 2011). 
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Württenberg). In Portugal, during the reign of José I, Martinelli only adapted various 
libretti and wrote one dramma serio-comico and his first dramma per musica (Creusa 
in Delfo, “misto di cori e danze”), besides two other celebratory works.84 These short 
works, however, could also be seen as an effective reshaping of the long three-act 
opera seria paradigm into something more dynamic, since there is no loss of musical 
and theatrical quality: rather the opposite, since the works are very assertive and 
dramatically fluid. It is possible to say that Martinelli took advantage of his 
inexperience, which might initially have been seen as a deficiency, but left him with 
greater flexibility in creating successful smaller-scale opera seria-like libretti rooted in 
Metastasian models that pleased the Portuguese court, becoming their mainstream for 
operatic works related to royal celebrations.   
Portuguese composers would have been very familiar with the texts by 
Metastasio, since the list of serenatas also reveals that in almost all cases (with the 
exception of Leal Moreira), the first task of a young composer, before having an 
exclusive libretto written by the court poet Martinelli, was to set to music an already-
known libretto by Metastasio. Also, a possible explanation for the use of Metastasio’s 
texts, or even those by other poets, by established composers could be their choice to 
turn to a renowned or familiar text in Metastasian style (this was the  case for Ascanio 
in Alba by Claudio Stampa set in music by Leal Moreira) when no libretto by  
Martinelli was available to fulfill the large demand for celebrations of court birthdays 
and onomastic days  (sometimes up to nine different works such as in the year 1783).                          
                                                
84 Kühl, “Os Libretos de Gaetano Martinelli,” 41. 
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The reasons could also have derived from financial or time considerations, since 
Martinelli wrote at most four different librettos only in 1783 and 1784, while in the 
previous and later years his average was only two. Portuguese composers were also 
familiar with Metastasio’s texts since a great number of his works had been translated 
or adapted into Portuguese. 
To understand the singularities of the Portuguese serenatas as organized by 
Martinelli it is important to remember a definition of the standard Italian serenata 
genre as defined by Michael Talbot, who attests that the main dramaturgical 
characteristics of these works were determined by allegorical characters personifying 
such concepts as duty and honor, rather than real ones. The texts of such works usually 
have a strong moralizing strain and are often divided into two approximately equal 
parts. Although these works sometimes include choruses, movements described as 
‘coro’ are often ensembles for the full cast of principals. The characters, when not 
allegorical figures, can be deities, semi-deities or denizens of Arcadia; only rarely do 
historical figures appear, as in Metastasio’s Il sogno di Scipione of 1743.85 
Interestingly, the Portuguese works were based on the exception to the rule, similarly 
to Metastasio’s Il sogno di Scipione, rather than following the Italian serenata 
definition as outlined by Talbot. Portuguese serenatas generally feature four to five 
characters representing historical royal figures from ancient Rome or Greece 
struggling with issues of love and royal virtues, as in the opere serie, instead of 
                                                
85 Michael Talbot. "Serenata." In Grove Music Online. Oxford Music Online, (accessed July 7, 
2011). 
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divinities or allegorical virtues such as Glory, Love or Envy as described by Talbot. 
McClymonds reinforces this idea in her entry for Martinelli in the Grove Dictionary of 
Music, saying that “Portuguese librettos were short, staged pieces of one or two acts 
on serious subjects with one or more ensembles and choruses.”86  
All serenatas by Martinelli consist of one act divided in two parts, with 
continuity of scene numbering and duration of approximately half an hour each part. 
McClymonds may have considered these two parts to be two different acts, while 
Brito stayed with the idea of a single act. The structure of these compact drammi per 
musica did not differ substantially from the mainstream opera seria. In building a 
definition of a three-act Metastasian opera seria, Michael Arshagouni explains the 
standard libretto structure by quoting a description by Count Prata, an admirer of 
Mestastasio, as being usually formed of five arias for the primi personaggi (prima 
donna and primo uomo), four arias for the secondi personaggi (seconda donna and 
secondo uomo) and three arias for the remaining parts.87 Since the Portuguese 
serenatas could be seen as shortened versions of opera seria — one act divided into 
two parts — some characteristics are present that are parallel to the full-scale opera 
seria model. The primo uomo and prima donna each have two contrasting arias, a 
maximum of three in some cases (with at least one or two for each character with 
accompanied recitative), they participate in the ensemble that normally takes place in 
                                                
86 Marita P. McClymonds. "Martinelli, Gaetano." In The New Grove Dictionary of Opera, 
(accessed July 10, 2011). 
87 Michael Arshagouni, “Aria forms in opera seria of the classic period: Settings of 
Metastasio's "Artaserse" from 1760-1790”. (PhD diss., University of California, 1994), 87. 
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some initial scene of the second part, sometimes have a duet, and always participate in 
the final chorus (Coro as designated in the score) sung by the ensemble of soloists. 
The secondary roles usually have a single aria, a maximum of two (with or without 
accompanied recitative), participate in the ensembles (that are rarely more then a trio) 
and always engage in the closing chorus as well.  
Like Metastasio’s librettos, the ones by Martinelli were also highly 
customizable, enduring the usual cuts in recitatives and arias, the substitution of new 
texts, the condensing of act endings into ensembles and the omission of choruses. 
According to Kühl, these serenatas and dramas do not necessarily form a united and 
compact group of works, but share several common characteristics such as the number 
of characters, the number of pages of and structure of the libretti, the serious themes, 
the final licenze and elogios, though a few works with greater ambitions depart from 
this model. Kühl also observes that in a longer drama it is possible to develop not only 
a main plot but also parallel secondary plots, creating several opportunities for arias. 
Furthermore, the characters are also able to reveal little by little their various reactions 
throughout the development of the plot. He goes on suggest that Martinelli’s librettos 
for Portugal proposed a simplification of the Metastasian model through the exclusion 
of these parallel secondary plots, thereby concentrating the action. This happened, 
however, without abandoning the traditional opera seria procedures such as da capo 
  
 
 
81 
arias, the use of moral maxims, rigid distinction between recitatives as well as arias the 
limited use of choruses.88  
The absence of parallel plots, however, also created fewer opportunities for 
arias and, consequently, less musical variety. It is important to remember that one of 
the major critiques of Metastasio’s works, especially in the second half of the 
eighteenth century, concerned precisely the dramatic setting of secondary subjects. If 
these “problems” could be forgiven in the Cesarian poet’s works (due to his highly 
respected poetry), according to some critics Metastasian followers used this procedure 
only to bring variety to the spectacle, pleasing musicians and singers, but forgetting 
the core dramatic values. Kühl proposes that simplification and concentration of the 
dramatic action in Martinelli’s texts are evidence of reformist traits, such as those 
proposed by Gluck and Calzabigi. Again, Kühl: 
In this context, Martinelli could be seen as an author who inserted himself in 
a kind of movement that opposed the exaggerations of the musical drama, 
proposing an alternative solution. The explanation for such a choice could 
also be based on economical reasons but the result, whatever the initial 
motivation, aligned itself with reformist intentions. (...) Doubtless, it is a kind 
of simplification, but not necessarily related to “revolutionary” values, also 
because Martinelli’s works did not have any kind of influence on other 
librettists. In other words, that there was no posterity for these libretti, due in 
part to the cultural isolation of the Portuguese.89  
 
                                                
88 Kühl, “Os Libretos de Gaetano Martinelli,” 43 - 49. 
89 Kühl, “Os Libretos de Gaetano Martinelli,” 63. “Ora, Martinelli então se insere em uma 
espécie de movimento que se opõe aos exageros do drama musical, propondo uma solução 
alternativa. A explicação pode sempre ser fundamentada nos razões econômicas, mas o 
resultado, independentemente do motivo inicial, alinha-se com intenções reformistas.” (...) 
“Sem dúvida, trata-se de simplificação, mas não necessariamente associada a valores 
"revolucionários", inclusive porque as obras de Martinelli não tiveram nenhum tipo de 
influência em outros libretistas. Ou seja, não há posteridade para esses libretos, devido em 
parte ao isolamento cultural dos portugueses”. 
 
 
 
82 
It is possible to conclude that Martinelli’s approach may not have been driven 
by “revolutionary” reasons, but rather in may have been undertaken in search of a 
more focused and varied setting of the drama, perhaps a reflection of the austerity and 
severity sought by the Portuguese court at the time. 
Martinelli brought a mix of Italian and French styles to his libretti for the 
Portuguese serenatas, just as as he did for Jommelli’s late works. These serenatas “in 
the Italian fashion” did not always maintain the rigid recitative/aria opera seria 
structure. Martinelli’s librettos sometimes display characteristics that are considered 
French influences by McClymonds when commenting on the poet’s librettos for 
certain Jommelli operas. Since these serenatas did not have ballets, choir or staging 
effects that would directly identify features that could be considered ‘French 
influences’, McClymonds appears to be referring to freedoms taken by the librettist 
and composer with the conventional Italian opera seria structure.90 Not all the 
serenatas employ the same structure or number of scenes, and the use of duets and 
ensembles varies greatly among the works. Adjectives such as ‘conservative’ or 
‘progressive’ for the structure of the librettos, if we can consider the strict Metastasian 
models more ‘conservative’, could not be applied based on the chronology of the 
works. To give an example using Leal Moreira’s works, an early serenata such as 
Siface e Sofonisba from 1783 has a more complex and ‘modern’ dramatic structure 
than Ester from 1786 or Gli eroi spartani of 1788. 
                                                
90 McClymonds, Niccolò Jommelli, 427. 
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Martinelli searched for the themes of his libretti in similar sources to those 
mined by other eighteenth-century authors: stories inspired by classical tradition. The 
librettist always mentioned the classical author in his texts, but this does not mean that 
these texts were actually consulted. Several times this influence could have come from 
other libretti or literary works. By examining Martinelli’s texts, Kühl found recurrent 
themes that seem to have been used in a systematic way, and that the librettist 
referenced his likely original sources in all the ‘argomenti’ of his serious works. 
 
The librettist certainly had access to the books belonging to the court 
libraries, beyond himself having his private library. The texts most frequently 
quoted were the Fables of Higino, the Description of Greece by Pausanias, 
the Biblioteca of Apollodorus, the Historical Library of Diodorus Siculus, 
Ovid’s Metamorphoses, precisely texts that could work as an inventory of 
myths and histories. Equally were quoted: Strabo, Euripides, Herodotus, 
Homer, Licandro, Licofronte, Ovid, Pindar, Plutarch, Sophocles, Livy, 
Velleius, Virgil among others - all recurrent names the history of literature 
and arts in general and in opera libretti in particular.91 
 
 
In these cases Martinelli, just like his fellow eighteenth-century librettists, 
was not too concerned about the historical accuracy of his texts when he was trying to 
create an opera libretto, especially because the structure of the dramma per musica 
was designed to fulfill the rules of duality between arias and recitatives and a number 
of other conventions such as the happy-ending, maintaining decorum, and excluding 
                                                
91 Kühl, “Os Libretos de Gaetano Martinelli,” 111. “O libretista certamente tinha acesso a 
livros pertencentes às bibliotecas da corte, além de também possuir uma biblioteca pessoal. Os 
textos mais citados são as Fábulas de Higino, a Descrição da Grécia de Pausânias, a 
Biblioteca de Apolodoro, a Biblioteca Histórica de Diodoro Sículo, as Metamorfoses de 
Ovídio, precisamente textos que podiam servir como um inventário de mitos e histórias. São 
igualmente citados: Estrabão, Eurípedes, Heródoto, Homero, Licandro, Licofronte, Ovídio, 
Píndaro, Plutarco, Sófocles, Tito Lívio, Veleio, Virgílio e outros - todos nomes recorrentes na 
história da literatura em geral e dos libretos de ópera em particular”  
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death scenes - all of which could distort the original plot from which inspiration had 
been taken.  
Since there are no extant documents or letters between Martinelli and 
Portuguese composers, it is impossible to know whether or not choices of libretto 
structures were related to the music that was to be composed in any kind of agreed 
‘team work’ with the composer. McClymonds shows that Martinelli and Jommelli 
worked very closely in the defining of the final versions of their opera libretti. 
Jommelli, as McClymonds observes in discussing the composer’s letters, collaborated 
with the poet in order to establish his own will and ideals concerning the shaping of 
the texts and how they would work theatrically together with the music.92 On the other 
hand, unfortunately there is no information about how much the Portuguese composers 
such as Sousa Carvalho, Cordeiro da Silva or Leal Moreira were able to discuss the 
organization of the drama with Martinelli, nor it is possible to know if the decisions 
concerning musical dramatic matters such as number of ensembles or musical 
connection between scenes was something imposed by the poet, by the composer, or if 
they reached agreement over these choices.  
The real borders between the serenatas as proposed by Metastasio (mainly 
with allegorical characters and not staged) and Martinelli’s reworkings of this genre 
are very subtle. It may be said that Metastasio’s model was somewhat stretched and 
developed since an impressive number of works were written and set to music in a 
short amount of time by composers acting in the same environment (a restricted 
                                                
92 McClymonds, Niccolò Jommelli, 422. 
  
 
 
85 
context within which to work, even with all the updating brought about through the 
latest purchases of foreign works).  
However, even if there was not any clear and conscious goal to create a new 
kind of serenata or a new genre, these works shown themselves to be unique and 
worthy of close study because of their impressive number and their evident popularity 
as a semi-staged choice over the expensive three-act opera seria for all the major court 
celebrations. Even if there was no conscious search for ‘originality’, it is important to 
study how a ‘second-class’ genre (if compared to the mainstream opera seria) became 
the most relevant and appropriate musical theatrical solution found in times of 
economic restraint without losing intrinsic musical-dramatic qualities. The music that 
the Portuguese composers set to Martinelli’s texts is highly effective and 
representative of Portuguese musical development in the last quarter of the eighteenth 
century. 
Approximately forty-seven of these short drammi per musica or serenatas 
were written by two generations of Portuguese composers, most of them based on 
texts by Gaetano Martinelli. This list, based on the extensive work by Manuel Carlos 
de Brito, considers only the one-act works, mostly called serenatas, most of them with 
surviving scores and libretti.93 A few titles that carry no indication of composer are not 
considered in the present list, since the goal is to list the number of serenatas that can 
securely be attributed to each composer. Since these were specific occasional works, 
                                                
93 Brito, Opera in Portugal, 121 - 175. 
 
 
 
86 
the repetition of a particular serenata or oratorio also shows the composers and works 
that achieved some success and were considered worthy of being re-staged. 
 
David Perez (1711 - 1778) - 3 serenatas 
1774, 6 June. Il ritorno di Ulisse in Itaca, componimento drammatico per 
musica da reppresentarsi. Lib.: Mariano Martelli  
1775, 7 June L’eroe coronato , serenata per musica.  Lib: G. Martinelli 
1777, 17 December La pace fra la Virtù e la Belleza, componimento 
drammatico per musica (serenata). Lib: Anonymous 
1778, 17 December. Repeat performance of Il ritorno di Ulisse in Itaca 
1779, 18 December. Repeat performance of La pace fra la Virtù e la Belleza 
 
Luciano Xavier do Santos  (1734 - 1808) - 7 serenatas 
1765, 29 June. Ercole sul Tago, dramma per musica da cantarsi. Lib.: 
Vittorio  Cigna-Santi 
1778, 5 July. Alcide al Bivio, dramma per musica da cantarsi. Lib.: 
Metastasio 
1779, 25 July. Ati e Sangaride, serenata per musica. Lib.: Martinelli 
1781, 21 August. Palmira di Tebe, serenata per musica. Lib.: Martinelli 
1783, 19 March. La passione di Gesù Christo Signor Nostro, oratorio sacro. 
Lib.:  Metastasio 
          13 May. Il palladio conservato, serenata per musica. Lib.: Metastasio 
1784, 17 December. Esione, dramma per musica da cantarsi. Lib.: Martinelli 
1785,  25 July. Repeat performance of Ercole sul Tago 
 
Jerónimo Francisco de Lima  (1743 - 1822) - 3 serenatas 
1779, 5 April. Gli orti speridi, serenata per musica. Lib.: Metastasio 
1781, 17 December. Enea in Tracia, dramma per musica. Lib.: Martinelli 
1783, 21 August. Teseo, dramma per musica da cantarsi. Lib.: Martinelli 
 
João de Sousa Carvalho  (1745 - 1799/1800) - 10 serenatas 
1778, 25 July. L’Angelica, serenata per musica. Lib.: Metastasio 
1779, 5 July. Perseo, serenata per musica. Lib.: Martinelli 
1781, 5 July. Seleuco, Re di Siria, dramma per musica da cantarsi. Lib.: 
Martinelli 
          7 October. Repeat performance of Seleuco, Re di Siria 
          18 December. Repeat performance of Perseo 
1782, 5 July. Everardo II, Rè di Lituania, dramma per musica da cantarsi. 
Lib.:   Anonymous 
          17 December. Penelope nella partenza di Sparta, dramma per musica. 
Lib.: Martinelli 
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          18 December. Repeat performance of L’Angelica 
1783, 29 June. Repeat performance of  Penelope nella partenza di Sparta 
          25 July. L’Endimione, dramma per musica da cantarsi. Lib.: 
Metastasio 
          17 December. Tomiri, Amazzona Guerriera, dramma per musica. Lib.: 
Martinelli 
1784, 29 June. Repeat performance of Everardo II, Rè di Lituania 
          5 July. Adrasto, Rè degli Argivi, dramma per musica da cantarsi. Lib.: 
Martinelli 
          18 December. Repeat performance of Tomiri, Amazzona Guerriera 
1787, 25 July. Alcione, dramma per musica. Lib.: Martinelli 
1789, 24 June. Numa Pompilio II, Rè di Romani, serenata per musica. Lib.: 
Martinelli 
          25 July. Repeat performance of Alcione. 
1790, 25 July. Repeat performance of Numa Pompilio II, Rè di Romani 
1791, 4  November. Repeat performance of Tomiri, Amazzona Guerriera 
 
Braz Francisco de Lima (1752 - 1813) 
1785, 19 March. Il trionfo de Davidde, oratorio sacro. Lib.: Martinelli 
 
João Cordeiro da Silva  (fl 1756 – 1808) - 8 serenatas 
1778, 21 August. Il natal di Giove, serenata per musica. Lib.: Metastasio 
1780, 17 December. Edalide e Cambise, dramma per musica. Lib.: 
Anonymous 
1782, 29 June. Repeat performance of Il natal di Giove 
1783, 21 March. Salome, madre de sette martiri Maccabei, oratorio sacro. 
Lib.: Martinelli 
1784, 25 July. Il ratto di Proserpina, dramma per musica da cantarsi. Lib.: 
Martinelli 
1785, 21 March. Repeat performance of Salome, madre de sette martiri 
Maccabei 
          21 August. Archelao, dramma per musica da cantarsi. Lib.: Martinelli 
1787, 21 August. Telemaco nell’isola di Calipso, dramma per musica. Lib.: 
Anonymous 
          18 December. Repeat performance of Il ratto di Proserpina 
1788, 25 July. Megara Tebana, dramma per musica. Lib.: Martinelli 
1789, 25 April. Bauce e Palemone, dramma per musica. Lib.: Martinelli 
          4   November. Repeat performance of Megara Tebana 
1791, 25 July. Repeat performance of Megara Tebana 
 
António da Silva Gomes e Oliveira  (fl 1774 - after 1817) - 4 
serenatas 
1778, 31 March. Gioas, Rè di Giudà, sacro componimento drammatico per  
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musica da cantarsi in camera. Lib.: Anonymous 
1779, 21 August. La Galatea, serenata per musica. Lib.: Metastasio 
1782, 19 March. Repeat performance of Gioas, Rè di Giudà 
           25 July. Calliroe, serenata per musica. Lib.: Martinelli 
1784,  21 March. Repeat performance of Gioas, Rè di Giudà 
           21 August. Cadmo, dramma per musica da cantarsi. Lib. Martinelli 
 
António Leal Moreira  (1758 - 1819) - 10 serenatas 
1782, 21 August. Bireno ed Olimpia, serenata per musica. Lib.: Martinelli 
1783, 5 July. Siface e Sofonisba, dramma per musica da cantarsi. Lib.: 
Martinelli 
1785, 28 March. L’imenei di Delfo. Lib.: Martinelli 
          5 July. Ascanio in Alba, dramma per musica da cantarsi. Lib.: Claudio   
Stampa, with alterations by Giuseppe Parini 
1786, 19 March. Ester, oratorio sacro. Lib.: Martinelli. 
1787, 17 December. Artemisia, Regina di Caria, dramma per musica da 
cantarsi. Lib.: Martinelli 
1788, 21 August. Gli Eroi Spartani, dramma per musica 
1790, 4 November. Repetition of Artemisia, Regina di Caria 
1791, 21 March. Repetition of Ester. 
1793, 29 April. Il natale augusto, dramma per musica. Lib.: Martinelli 
 
It is possible to consider two generations of composers from the list above, 
with David Perez, Luciano Xavier dos Santos, João de Sousa Carvalho, João Cordeiro 
da Silva, and the brothers Jerónimo and Braz de Lima being a first group of composers 
who had begun their professional musical career already during the time of José I; and 
then António da Silva Gomes e Oliveira and António Leal Moreira as younger 
composers who wrote their first professional works at the beginning of Maria I’s reign.  
Luciano Xavier dos Santos and David Perez were the pioneers who 
established this genre at the Portuguese court. Perez, already nearing the end of his 
life, only contributed three serenatas. Xavier dos Santos, a forgotten composer for 
whom almost no information is available, produced seven works, among then a setting 
  
 
 
89 
of the famous text of La passione di Gesù Christo Signor Nostro by Metastasio.  Sousa 
Carvalho and Leal Moreira, on the other hand, wrote ten serenatas each, all after 1778. 
This impressive number is followed by the older and very renowned composer and 
adaptor of Jommelli´s operas during D. José I’s time, Cordeiro da Silva, who 
contributed eight serenatas. Jerónimo and Braz Francisco de Lima, even though they 
were among the young Portuguese sent to study in the Conservatorio di S. Onofrio a 
Capuana in Naples between 1761 and 1767 (along with Sousa Carvalho), had fewer 
commissions for writing serenatas (three by Jerónimo and just one by Braz). Jerónimo 
had a long career as a musician, but Braz may later have abandoned music in favor of 
a business career.94 Further information on João de Sousa Carvalho is found later in 
this chapter. 
Cordeiro da Silva was an interesting figure not only because of the number of 
works that he composed, but also due to his activities as musical director of 
Jommelli’s productions in Portugal during José I’s time and how this was reflected in 
his own works. Marita McClymonds was the first scholar to cite the presence of the 
young Cordeiro as the reviser of Jommelli’s operas for the Portuguese productions and 
to set out reasons for his late production as a composer. She states that Cordeiro da 
Silva had written his first opera, Arcadia in Brenta, for the Portuguese court in 1764. 
Before that time he would have been occupied with revising and directing three or four 
operas imported each year for production at court.95 Brito suggests that he “may have 
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studied in Naples” but what can be confirmed is that he was responsible for rehearsing, 
adapting when needed, and conducting stage productions of Jommelli’s works for the 
Portuguese court. In a letter from the Portuguese director of the Royal Theatres Silva 
Botelho to Jommelli in 1768, we can understand that Cordeiro da Silva was such an 
admirer of Jommelli´s style that he tried to emulate the Italian composer’s unique 
language in his own compositions.  
[...] Jozzi, who had sung both in [Jommelli’s] Enea nel Lazio and in 
Penelope, had been very happy with the way they had been produced by a 
certain young Portuguese composer and harpsichordist called Giovanni 
Cordeiro [João Cordeiro da Silva], who was passionately fond of Jommelli’s 
music, always attempting when writing to imitate as much as he could its 
exquisite style.96  
 
A preliminary study of Cordeiro da Silva’s compositions indicates a 
fascinating interest in non-standard forms, irregular musical phrases, and use of 
unusual harmonies and tonal regions compared to his Portuguese and even Italian 
contemporaries. Cordeiro da Silva’s oratorio Salome was composed in 1783, thus five 
years after Jommelli’s death, and presents a range of elements that can be related to 
Jommelli’s late style, echoing similar harmonic and structural complexities. Unusual 
harmonic effects and modulations with almost unresolved melodic themes and 
developed orchestral recitatives are the most outstanding features of this work.  
Jommelli had a compositional ideal that McClymonds characterizes as being 
as revolutionary as Gluck’s, although in his own manner,  based on the creation of 
expressive music with unusual ways of carefully shaping declamatory vocal lines. 
                                                
96 Brito, Opera in Portugal, 39. 
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Powerful motivic contrasts, textural, dynamic and harmonic effects are combined with 
the exploration of orchestral resources to describe subtleties of the musical discourse. 
McClymonds suggests that ultimately Jommelli developed a wide range of expressive 
musical options that went far beyond the Italian taste of the time. Thus the Neapolitans 
complained of learning and complication in his late operas, elements that expressed 
themselves, not in canons and fugues, as one unfamiliar with his music might assume, 
but in rich harmonies, sudden modulations, complex textures and motivic elements to 
which the Neapolitan audience was unaccustomed.97   
Portuguese operatic preferences in the early 1770s were closely linked to the 
Duke of Wurtenberg’s operatic productions as well as the latest productions in Naples. 
Cordeiro da Silva’s works, because of his direct involvement with Jommelli’s works, 
have a musical language that echoed this composer, who provided musical uniqueness 
in the context of these Portuguese serenatas.  
On the other hand, Sousa Carvalho, who had studied in Naples in the 1760s as 
a colleague of Cimarosa in the Conservatorio di San Onofrio, composed in a slightly 
more direct and simple musical discourse that characterized the Neapolitan composers 
of that time, as can be observed in Piccinni, Sacchini and the earlier works of Paisiello. 
According to Robert Stevenson and Brito, Carvalho was the foremost Portuguese 
composer of his generation, and one of the finest in the country’s history. His 
numerous elaborate church works in the style of Jommelli display a thorough control 
                                                
97 Marita McClymonds, “The Evolution of Jommelli’s Operatic Style”, Journal of the 
American Musicological Society, 33, No. 2 (Summer, 1980), 331. 
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of counterpoint and structure, with keen, assertive melodic writing in the fast 
movements. He is equally distinguished as a composer of opere serie and serenatas: 
14 of his works in these genres were performed at the royal palaces of Ajuda and 
Queluz.98 Brito goes further in his own individual assessment of the composer: 
Sousa Carvalho became one of the most prestigious composers during his 
time in Portugal. After his time in Italy he was made counterpoint teacher and 
later first chapelmaster at the Seminário da Patriarcal, where he had among 
his pupils António Leal Moreira and Marcos Portugal. From 1778 onwards, 
[...] he replaced David Perez as music teacher to the Princes.99 
 
Brito’s observation about the “succession” from Perez to Carvalho underlines the 
important shift in fashion from the elder to the younger composer.  Sousa Carvalho’s 
success was long-lasting: his serenatas cover the entire period of Queen Maria I’s 
reign. His first operatic experience goes back to a decade earlier, with his Nitteti 
performed in Rome during Carnival 1766. L’amore industrioso, a comic opera in three 
acts premiered in 1769, was his first opera at the Portuguese court and it was 
performed ten times in that year alone, having been premiered on the birthday of 
Queen Mariana Vitória, wife of José I, on 31 March. This opera received attention and 
prestige comparable to any work by Jommelli, for example. The commission 
symbolized the King’s recognition for a talented young composer just back from his 
studies in Italy, and after that it was the task of Sousa Carvalho to build his reputation 
among the older masters, such as David Perez. In 1778, when started writing serenatas 
                                                
98 Robert Stevenson and Manuel Carlos De Brito. "Carvalho, João de Sousa." In Grove Music 
Online. Oxford Music Online, (accessed July 12, 2011). 
99 Brito, Opera in Portugal, 78. 
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for the court, he was already an established composer and this can be essential to 
understanding the developments of his style. His first serenata, L’Angelica, is dated 
1778 and his last one, Numa Pompilio II, Rè di Romani is dated 1789.  
After 1782 Sousa Carvalho composed serenatas in tandem with his pupil Leal 
Moreira. However, the two composers’ styles are clearly different. It can be said that 
Sousa Carvalho was already a conservative composer when writing in the 1780s. His 
style was an ‘update’ or ‘development’ of his older style with a few added new 
elements. Leal Moreira, on the other hand, at the time of his second or third serenata 
was already writing in a new style that resembled more that of the new Italian serious 
and comic opera, rather then looking back to Jommelli’s style. 
Cordeiro da Silva and Sousa Carvalho belonged to the same generation, but 
had different trajectories in building their compositional styles. The result is that their 
works differ in certain details of writing for the orchestra and the singers. The disparity 
in their choices for musical structures such as aria types and the differing complexity 
of their orchestral writing may be the main characteristics we might observe. 
Unfortunately not much can be demonstrated only by the tables proposed in this brief 
study concerning the broad subject of Portuguese one-act serenatas. The fact that 
almost none of the music by these composers has seen modern performances makes it 
difficult to address the aesthetic aspects of their works. 
Besides the staging of serenatas of the cited composers, a few works by 
renowned Italian composers were still performed alongside Portuguese ones. Just as 
examples, on December 17th 1779, a Cantata a cinque voce [Per l’Augustissimo 
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giorno natalizio di Sua Maestà Fedelissima Donna Maria I, Regina di Portogallo] 
with music by Marcello di Capua and libretto by Luigi Godard was performed. On 
March 31st 1780 there was a performance of of L’isola disabitata with music by 
Jommelli and libretto by Metastasio, and on June 29th L’Endimione by the same 
composer and librettist. On July 25th Il Natal d’Apollo was performed, with music by 
Pasquale Cafaro and libretto by Metastasio. Late in the 1780s there is a mention of a 
performance of “Oratória da Paixão, de Muzica de Jommelli”.100 
 
2.3: Serenatas  by António Leal Moreira   
To understand the generation of composers in which Leal Moreira is included, 
it is crucial to realize that the 1780s were also a time when considerable trust was 
placed in younger composers, especially those who had studied at the Seminário da 
Patriarcal in the previous decade, with David Perez and Sousa Carvalho as the main 
teachers. These musicians who graduated in the late 1770s demonstrated through their 
works the result of their own reading of the Italianized practice, after having studied 
with Italian masters established in Portugal, as well with Portuguese teachers who had 
been sent to Italy in their youth to be trained and absorb styles, practices and 
techniques. Added to this, the continuous buying and commissioning of a vast amount 
of Italian sacred and operatic music from masters such as Niccolo Jommelli promoted 
updating and familiarity with the best musical works composed in their time. This 
whole context was in accordance to the musical tradition of the house of Bragança 
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which, since King João IV in the seventeenth century, had shown a strong interest in 
staying up to date with new works composed in the leading musical centers of Europe, 
especially Italy. João V, his grandson, King since 1707, maintained this strong 
connection with musical theater produced in Spain and later from Italy. This tradition 
remained strong during King José I’s time and the long period that spanned the reign 
of Queen Maria I and her Prince regent and successor King João VI.  
 The grandiosity of the musical spectacles was a matter of State, and Portuguese 
ambassadors, such as D. Diogo de Noronha in the 1780s, were responsible for sending 
music, searching for new singers (especially famous castrati), and informing the court 
about the situation and developments of the musical art in the most important Italian 
centers of influence such as Rome, Naples and Genoa. The correspondence between 
Diogo de Noronha and João António Pinto da Silva, inspector for the music at the 
court from 1773 to 1801, attests to the variety of concerns and importance given to 
Portuguese composers’ production.101 Brito provides information about two important 
letters that confirm the esteem in which output by Portuguese composers, from both 
the old and the new generation, was held.  
 
Pinto da Silva himself, in a letter of September 1782, offers to send Diogo de 
Noronha any of the serenatas composed by Sousa Carvalho, or one written by 
a young boy from the Seminário da Patriarcal (António Leal Moreira) for the 
birthday of Prince José. In another letter of 19 May 1783 he tells Noronha 
that the music he had sent (probably the oratorios) had been examined by 
their Royal Highnesses with their usual curiosity and that they had agreed that 
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at present in Italy good taste in composition was lost, and there were no 
composers as good as those in Portugal.102 
  
 Rather than reporting chauvinism, these letters bear witness to a great support 
for a national tradition that, even based on Italian stylistic models, had its own 
independent forms of expression; and these serenatas were arguably the most 
significant evidence of this independence.103 The Portuguese court was proud of its 
composers, considering them not inferior to any Italian masters. Having national 
composers who could write with true art in the internationalized style that conquered 
all Europe was a way of demonstrating the cultural and artistic development of the 
Portuguese through an image of highly cultured monarchs.  
 From a chronological perspective, Leal Moreira’s serenatas belong to a second 
set of works composed for the royal celebrations, the result of a development by older 
composers of the genre as structured by Martinelli. Cordeiro da Silva and Sousa 
Carvalho were the most prominent of the previous generation of composers who wrote 
these one-act serenatas, and several chacteristics of their musical styles were truly 
influential on the works of the young Leal Moreira. 
 In the late 1770s Perez’s style was already being gradually surpassed by the 
new taste influenced by the music of Italian composers such as Giovanni Paisiello and 
Domenico Cimarosa. Those composers provided a new paradigm for both serious and 
comic opera during the last twenty years of the eighteenth century, and their music 
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became the model for Portuguese composers since a significant number of their works 
were staged in Lisbon. 
 Leal Moreira was not only a pupil of Sousa Carvalho at the Seminário da 
Patriarcal, but also followed his teacher as one of the most productive composers of 
court serenatas.104 Leal Moreira’s serenatas share some common characteristics with 
those by his teacher Sousa Carvalho, but at the same time are interestingly different in 
structure and use of musical continuity, understood here as a reduced presence of 
secco recitatives between musical numbers. While the works of Sousa Carvalho could 
be called more conservative because of the lesser amount of accompanied recitatives 
and less musical continuity between scenes, Leal Moreira’s serenatas could be seen as 
more progressive in this respect, with more musical connection between scenes. This 
characteristic could be observed simply by the quantification of scenes with 
continuous music present in Leal Moreira’s works, though this tendency does not 
follow a strict chronological flow. Earlier works such as Siface e Sofonisba (1783) 
have more continuous music than Ester (1786) or Artemisia (1787), but could be 
compared to his last court serenata Gli Eroi Spartani (1788), which has several 
musically connected scenes. By this we can conclude that if the libretti remained 
                                                
104 There is no extant information concerning how composers were chosen for writing such 
important works (especially for the younger musicians), but it is may be that Sousa Carvalho 
put Leal Moreira in the front line after David Perez’s death in 1778. For example, Silva Gomes 
and Oliveira, identified in the printed libretto of Gioa, Rè di Giudà of 1778 as “Virtuoso di 
musica Portoghese, sotto la scuola, e direzzione del celebre Sig. Maestro Davidde Perez”, 
may have lost prestige after his teacher’s demise: and besides a commission for a serenata in 
the following year, the only next two came in 1782 and 1784. Information found in the libretto 
of Pietro Metastasio, Gioa, Rè di Giudà (Sacro componimento dramatico per musica. La 
Musica è stata composta dal Sig. Antonio da Silva]), [Lisbona]: Nella Stamperia Reale, 1778. 
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essentially unaltered in stylistic terms in the serenatas from the 1770s to the 1790s, it 
was ultimately up to the composer to choose to write scenes with more musical 
complexity and continuous flow. Leal Moreira chose more modern musical structures 
than his contemporaries in order to suit the changing taste in dramatic expression. It is 
not possible to state that these decisions were strictly up to the composer’s choice, 
since time availability for writing the work and the possibilities of engaging singers 
and instrumentalists could vary between the times of the year.105  
 The serenata L’imenei di Delfo, written as one of the musical works for the 
celebrations of the marriage of Prince João de Bragança and Carlota Joaquina de 
Borbón in 28 March 1785, can be considered the transitional work between two stages 
of Leal Moreira’s practice, since like later serenatas it is characterized by a lesser 
overall density of orchestral texture. The libretto by Martinelli makes use of allegorical 
characters, differing from the mainstream of the Portuguese serenatas for royal 
birthdays, where the virtues of the hero or heroine of the drama are compared to those 
of the homaged royal person.  In this way, this wedding serenata tend to follow the 
standards of the traditional Italian ones as described by Talbot, where instead of a 
historical plot, deities or allegories compete for influencing the noble hearts of the 
royal couple. 
 Ascanio in Alba, written for 5 July of the same year, is the only one of Leal 
Moreira’s serenatas that was not based in a libretto by Martinelli. The text used, by 
                                                
105 Even as separate musical institutions, several singers and instrumentalists could be 
responsible for participating in both religious and chamber musical events related to the 
Patriarchal and the Royal Chamber. 
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Giuseppe Parini, with alterations by Claudio Stampa, is almost the same as the one 
used by Wolfgang Amadeus Mozart for his Milan production based on the same 
plot.106 This work is based on a historical story, with less musical connection between 
scenes. In 1786, for the name-day day of Prince José, during Lent on 19 March, Leal 
Moreira wrote the only oratorio of his output: Ester. This work, rather conservative in 
matters of musical connection between scenes, already exhibits Leal Moreira’s later 
orchestral approach. This oratorio has interesting unique characteristics among these 
serenatas, such as the absence of a duet and the dramatic concentration on the role of 
Mardocheo, which has three arias and four accompanied recitatives, against only two 
arias and two accompanied recitatives for the roles of Ester and Assuero (prima donna 
and primo uomo sopranos).The last two serenatas composed by Leal Moreira in the 
1780s are Artemisia, Regina di Caria, written for the birthday of Queen Maria I on 17 
December 1787 and Gli eroi spartani, on 21 August 1788 for the birthday of Prince 
José. Both works represent the composer’s maturity in terms of balance of the form 
and development of the genre. On the other hand, already by the end of the 1780s it is 
possible to observe a certain formal exhaustion of these serenatas as a genre. The 
musical and dramatic solutions became formulaic, without a clear search for novelties 
or adaptations for the new taste imposed by the arrival of a large number of comica 
operas by the young Italian composers, such as the already cited Paisiello and 
                                                
106 Mozart’s work is designed by Serenata teatrale or Festa teatrale in two acts, having the 
Kochel catalogue 111. It was premiered in Milan in 1771 at the Regio Ducal Teatro. Julian 
Rushton. "Ascanio in Alba." In The New Grove Dictionary of Opera, edited by Stanley Sadie. 
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Cimarosa. The last original compositions for the court in the genre are dated 1789. 
With the increasing emotional depression and madness of the Queen, especially after 
the death of Prince José in 1788 and the disruption of the ancien régime with the 
French Revolution in 1789 (Queen Maria I and Marie Antoniette of France were 
cousins), the role of these spectacles was reduced. 
 Leal Moreira’s last work related to this genre was the serenata Il natale 
augusto, composed in 1793. This work, composed five years after his previous 
serenata Gli eroi spartani, was part of a different combination of compositional and 
performance conditions, no longer directly related to the court or to be performed in a 
royal venue. Queen Maria I had been officially declared mad in 1792 and with her 
impeachment the royal heir João assumed the regency. This time also signified the end 
of the almost private court serenatas as they used to be during Maria I’s time. Instead, 
Il natale augusto was commissioned to be performed at the palace of the business man 
Cruz e Sobral to celebrate the birth of the Princess Maria Teresa, the first born of the 
Prince regent João and Spanish Princess Carlota Joaquina. This work, like as L’imenei 
di Delfo, differs from most previous serenatas by being an allegorical work, with 
character such as Glory, Envy, Time and the River Tagus engaging in a dispute to 
homage the royal heir. At this time Leal Moreira was the most celebrated composer at 
the court, since Sousa Carvalho and Cordeiro da Silva had retired or become less 
productive and Marcos Portugal now in Italy. While Il natale augusto is from the same 
year as A Saloia Namorada, besides some similarities in the transparency of orchestral 
texture and melodic taste, it has nothing to do with the comic farça composed for the 
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São Carlos. While A Saloia is a comic and non-pretentious work with simple melodic 
lines and shorter structures, Il natale is built using all the resources available to the 
composer at that moment. Choruses, developed accompanied recitatives and 
technically demanding arias with obbligato instruments are among the noteworthy 
aspects of this work commissioned by Cruz e Sobral to impress the audience and pay 
homage the court. Leal Moreira had just been appointed as the director of the royal 
theater and had to show all his compositional skills.  
 Il natale augusto is a paradoxical work, which in a way “resurrected” a courtly 
genre that was no longer as active as it had been during the time of the rule of Queen 
Maria I. The operatic activities during the regency of Prince João were concentrated in 
the public activities of Teatro de São Carlos, so this can be understood as the ‘end of 
genre’ of the almost private serenatas for the royal birthdays. This work, written 
already in 1793 and commissioned by a business man to pay tribute to a new 
generation at court, may represent an attempt to posit the continuation of a ‘lost’ high 
craft related to the previous decade and regime. It provided a firm association with the 
maintenance of a traditional and secure past, during the transitory time between the 
impeachment of Queen Maria I in 1792 and the official regency that was attributed to 
Prince João in 1799. This was a tribute to the old system rather then a work that may 
have foreseen the future. The royal magnificence had to be maintained, and no one 
better to do so than Leal Moreira, a celebrated composer who had always worked 
closely on the Queen’s musical events, and at the same time the musician chosen to be 
the musical director of the new Teatro de São Carlos.  
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2.3.1: Musical Structures  
Leal Moreira, like all the most significant Portuguese composers in the 
eighteenth century, kept up to date with the most important musical centers influenced 
by the Italian styles. Because of this, the music of this generation of Portuguese 
composers reflected changes and new features in musical language. While there are 
many similarities between the musical structures of serenatas and oratorios in this 
repertory, which leads us to consider their characteristics without distinguishing 
between genre-names, there are some important distinctions to be made.  The 
serenatas follow a similar principle of organization in the number of recitatives and 
arias divided into scenes in the librettos. The oratorios are not divided into scenes, nor 
do they contain staging indications as happens with some consistency in the serenatas. 
In the oratorios, the arias are identifiable only in the printed librettos by noting the 
number of poetic syllables.  
 In both oratorios and serenatas, there is no clear differentiation between simple 
(secco) and accompanied (accompagnato) recitatives in terms of poetic organization in 
the librettos. Some accompanied recitatives are predictable, especially those that 
immediately precede an aria. However, there are several cases of accompanied 
recitatives with a different dramatic function (such as those that connect scenes or 
before choirs and the Licenze) that are not necessarily followed by an aria, and those 
do not have any special indication in the libretto.107 This may suggest that the 
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composers likely could choose which recitatives would receive orchestral 
accompaniment or not, rather than the choice being something imposed by the libretto 
structure.  
 The number of accompanied recitatives in comparison to the number of simple 
ones does not necessarily indicate whether a work has a larger amount of music with 
orchestra or not. The important factor is how the simple recitatives are placed within 
the drama. Even if all important arias are preceded by an accompanied recitative, the 
sonority and general effect will be of a more conservative work if these accompanied 
recitatives are preceded by a scene beginning with a simple recitative. Hence, it is by 
the number of connected scenes and musical numbers with no interruption of 
orchestral music by simple recitatives that the sonority and sensation of continuous 
music will be defined.108 Cordeiro da Silva’s Salome is a very special case of a work 
with a clear larger number of accompanied recitatives than simple ones. Only five 
simple recitatives are found in the first part and none in the second one. The work 
contains twelve accompanied recitatives, with several connected scenes without 
musical breaks. This oratorio is very dark in subject and musical setting, being the one 
that contains the greatest number of minor mode arias and accompanied recitatives, 
together with an extensive use of diminished chords in the beginning of the recitatives.  
 On the other extreme Sousa Carvalho’s Penelope is the serenata with the 
largest number of simple recitatives in alternation with arias, thirteen, and the fewest 
                                                
108 Although in some cases French dramatic influence can be identified in texts by Martinelli, 
the musical numbers are well defined and self-contained in the Italian opera seria manner. 
 
 
 
104 
accompanied recitatives, only five. This characteristic makes this work sound much 
closer to the traditional and rather conservative Metastasian model that makes less use 
of accompanied recitatives while having simple recitatives in almost all scenes. In 
contrast, while the actual number of arias and recitatives in Leal Moreira’s Siface e 
Sofonisba does not differ much from those of Sousa Carvalho’s Tomiri, the final result 
is of a much more musically fluent work, using the criteria of a larger number of 
musically connected scenes. Both Tomiri and Siface e Sofonisba have eight arias, nine 
accompanied recitatives, ten simple recitatives, four choral insertions and one 
ensemble (a duetto in Siface and a terzetto in Tomiri). The final result differs mostly in 
the length of the simple recitatives. Tomiri, just after the overture, has a long simple 
recitative before introducing the first orchestral musical number, while Siface e 
Sofonisba already begins with a accompanied recitative that is connected to three long 
scenes containing seven musical numbers with only a short simple recitative to create 
contrast. Among Leal Moreira’s works, the one with the most conservative structure is 
the oratorio Ester: even with the large number of ten arias, it has only nine 
accompanied recitatives and no ensemble, with ten simple recitatives that serve as a 
more conservative connection between the scenes. 
 Virtuoso writing for the strings in the orchestra tended to change from the 
earlier to the later works. The earlier works written in the late 1760s and 1770s could 
be seen as more complex and closer to the instrumental language of Jommelli and 
Perez, with written ornaments in the instrumental lines, rapid up and down scales and 
some internal complex counterpoint between the melodic lines in the strings. This 
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complex orchestral texture (especially in the strings) can be observed mainly in 
Cordeiro da Silva and Luciano Xavier da Silva, and could be seen as characteristic of 
this earlier generation of composers. In the works of earlier composers, such as 
Luciano Xavier dos Santos, there is also a significant number of movements in which 
the orchestra “doubles” the vocal lines, which can be considered a more archaic 
procedure in orchestration such as in the excerpt below: 
 
 
 
 
 
 
 
 
Figure 12: Luciano Xavier dos Santos. Excerpt from the aria Vorrei dirti il mio dolore from 
the oratorio La passione di Gesù Christo Signor nostro (1783). Measures 1 to 7. 
 
 
  
               Leal Moreira’s early serenatas such as Siface e Sofonisba still present these 
characteristics of complexity in the orchestral writing. Figure 2.3.1.2 below shows 
violin I and II lines of equal importance, as well as independent writing for the viole, 
which otherwise usually double the bass line in octaves. 
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Figure 13: Leal Moreira, Siface ed Sofonisba. ‘Aria di Scipione’. Measures 1 to 5. 
 
 
  
 The tendency towards the end of the decade was to give more freedom to the 
vocal lines and provide a “simplification” of the orchestral writing. Hence, the voice 
tends to dialog with an orchestra that provides a larger richness of timbre. The 
serenatas from the mid-1780s tend to present a more transparent orchestral texture that 
is comparable to the style of Paisiello and Cimarosa. This kind of writing can be seen 
in the late scores of Leal Moreira and even Sousa Carvalho (who had his musical 
training in Naples with Niccolò Piccinni as his teacher and Giovanni Paisiello as his 
colleague). This “simplification” was part of a tendency in the 1780s of mixing 
elements of opera buffa into the opera seria structure. According to McClymonds and 
Heartz, “Paisiello appears to have been a leading figure in the establishment of the 
new style. His broad, simple melodic lines and longer periods took centre stage, while 
accompaniment styles carried over entire sections with little change and seldom 
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stepped out of the role of beat keeping repeated notes or arpeggiation except to insert 
brief obbligato motif ‘comments’ during vocal caesuras.”109 A transitional style 
between an earlier textural treatment that shows traits of late Jommelli’s and early 
Sousa Carvalho’s writing and Paisiello’s approach to the relationship between voice 
and orchestra can be observed in Leal Moreira’s works through the decade of 1780. 
The Portuguese composer found his own solutions by mixing these traditions, 
especially given his experience directing the newly arrived works by Paisiello and 
Cimarosa for Rua dos Condes.  This transitional style renewed and “simplified” the 
musical discourse on a slower harmonic pace, letting the melodic fluidity of the voice 
replace what had been the complexity and prolixity of the earlier orchestral writing.  
 Leal Moreira’s oratorio Ester of 1786 presents interesting features that are out 
of the standard of the serenatas. Even with less musical connection between scenes, 
the orchestral texture is already entirely based on the principle of accompanied 
melody, as can be observed, for example, in the orchestral writing for the first chorus. 
As we have seen, among the characteristics of the orchestral writing of the last quarter 
of the eighteenth century, also evident in Portuguese works of that time, one of the 
most important is the increased size of the orchestra, which made possible more 
contrast between segments for full orchestra and the thin string accompaniments, 
alongside the possibility of greater crescendo effects.  
The separation of the orchestral treatment in blocks of instruments, such as 
woodwinds working separately from the strings, sometimes with concertato features, 
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was also fundamental to a new and different sonority. The melodic shape, even more 
notable in the 1780s, became broader, with more simple melodic lines and longer 
musical phrases. Accompaniment for solo voices became less intrusive and more 
simple, letting the voice shine, without being doubled by the orchestra. Certain types 
of motivic/rhythmic ostinati in the orchestra were also brought from the opera buffa to 
the serious style. A noteworthy characteristic of this new orchestral writing approach 
noticeable especially in later works by Leal Moreira is the over-concentration of the 
melodic interest in the line of violin I. The violins do not work anymore in parallel 
thirds or any kind of internal counterpoint. There is a clear conception of accompanied 
melody that swings from the voice to the violin I or to any obbligato wind; see for 
example figure 14. 
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Figure 14: Leal Moreira, Ester. First choir O Eterno Dio d’Abramo, measures 1 to 14. 
 
 
 Concerning the dramatic flow, the already cited “French” influences on 
Martinelli’s librettos may have shaped how Leal Moreira connected dramatic 
developments with music -- for example, through the well-developed orchestral 
recitatives that provide continuous music connecting the scenes.  Martinelli did not 
abandon the recitative/exit aria (aria di sortita) model characteristic of opera seria. 
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However, his transitional works provide some unexpected ways of beginning and 
connecting the scenes. Though they might be characterized as shortened operas, 
musically these works are very complex and technically demanding, and do not show 
any kind of simplification or reduction.  
 Four main musical structures are provided below as parameters for the 
serenatas: aria types, accompanied recitatives, sinfonias (instrumental overtures) and 
licenze (final laudatory chorus preceded by accompanied recitatives).  
 
2.3.1.1: Arias 
 
 Following the conventions of opera seria, the serenatas are subdivided into 
several arias interspersed with recitatives and some ensembles, generally duets or trios. 
Arias are the musical structures that make up the vast majority of the musical 
movements; however, the ensembles are very similar in internal organization and 
length to the arias, though they are built on different poetic structures and intentions.  
These pre-established musical forms in vocal music of the eighteenth century have 
received little systematic analysis compared to those in instrumental music. Several 
scholars have approached vocal form analysis, but there is significant discrepancy 
between their methodologies. Michael Arshagouni compiles several important earlier 
scholarly perspectives, providing an overview of the most important modern 
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publications on the subject, while comparing them to essays written in the eighteenth 
century.110  
 An important issue concerns how much instrumental forms can be used as an 
analytical parallel to specifically vocal forms and especially to arias in a transitional 
style. Arshagouni criticizes Reinhard Strohm’s stylistic analyses of the rhetoric of 
opera seria, concluding that the works in the timeframe covered by Strohm are from 
substantially earlier than the late eighteenth century and differ too much in style.111 
However, the main internal structures of the arias did not change into the end of the 
century, but rather received new improvements and elements that expanded the 
musical discourse without changing the basic structures. Following this reasoning, 
Strohm’s analyses of works from the 1730s and 40s are essential to understand the 
roots of the features of the arias that gradually developed to the structural version of 
the 1770s and 80s. On the other hand, the analyses that follow echo Arshagouni in 
considering McClymonds’ approach as appropriate because her analyses do not use 
criteria from purely instrumental music forms but instead “offer greater insight into 
aria structures because they begin to judge vocal music through its own distinct 
traditions”.112 
 Since  there does not appear to be  a consensus in scholarly  approach to these 
vocal forms, whether to employ analytical methods from instrumental music or to 
propose a new approach that would fit the specific nature of sung repertory, the 
                                                
110 Arshagouni “Aria forms in opera seria”, 6. 
111 Ibid., 7. 
112 Ibid. p. 9 
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analyses that follow draw partly on Arshagouni’s championing of Marita 
McClymonds, partly on authors whom Arshagouni criticizes such as Reinhard Strohm 
and and Mary Kathleen Hunter, while also taking into consideration aria types and 
analytical approaches suggested by Michael Robinson.113 
 The arias in the Portuguese serenatas followed the modern structures that were 
already in place in the 1770s and 1780s. The early/mid eighteenth-century traditional 
‘da capo’ and ‘dal segno’ form as used by Jommelli and Perez had already been 
modified.  Some da capo structure arias can be found similar to those characteristic of 
the 1760s and 1770s (with a 5-part structure in 3 written sections), others are in binary 
structures. In the second half of the 1780’s  there are some ‘two-tempo arias’, as well 
‘rondos’ and ‘two-tempo rondos’.  
Hence, the classification proposed below follows Arshagouni’s analyses of 
three periods of stylistic development in the three decades from 1760 to 1780, which 
are fully applicable to the arias of the Portuguese serenatas: 
 - Early 1760s – major use of ‘da capo’ structure (5-part structure in 3 
sections), with some use of ‘dal segno’; 
 
 - Late 1760s – ‘dal segno’ form (a 4-part structure because of the repetition 
of only the second half of the first section) as primary vehicle; 
                                                
113 Reinhard Strohm, Dramma per musica : Italian opera seria of the eighteenth century (New 
Haven : Yale University Press, c1997); Mary Kathleen Hunter, “Haydn’s Aria Forms: A Study 
of the Arias in the Italian Operas Written at Eszterhaza, 1766 - 1783” (PhD. diss., Cornel 
University, 1982); Michael F. Robinson, Naples and Neapolitan Opera (Clarendon Press: 
Oxford, 1972). 
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 - 1770s - gradual abbandoning of simple ‘da capo’ structures binary 
structures, such as those used by J.C. Bach, Mysliveczek and Mozart; some 
authors compare the structures of these arias to the instrumental sonata form; 
 
 - 1780s – two-tempo aria (slow - fast) as used by Cimarosa and Joseph 
Haydn. 
  
 McClymonds and Heartz state that during the 1770s da capo and dal segno aria 
forms quickly disappeared, replaced by various types of through-composed ternary, 
binary and rondo forms that shared characteristics with instrumental sonata and 
concerto forms. By the 1780s, most operas showed a combination of very long arias, 
with the climactic arias for the principal roles being usually a rondò.114 Concerning the 
lack, and even the impossibility, of a precise and final classification of aria types 
(since several authors propose different categories that do not always fit with the 
composer’s choices), Michael Robinson states that: 
 
It is not unknown for an author, having made a summary of arias styles, to 
warn that many arias pass outside any neat classification. The truth is that there 
are several criteria for measuring stylistic and qualitative differences, and all 
may have validity.115    
 
 According to Robinson there was a tendency among mid-and late eighteenth-
century authors to classify aria types according to musical style and the feeling 
aroused. Modern writers have often quoted their comments as an easy introduction to 
                                                
114 Marita P. McClymonds and Daniel Heartz. "Opera seria." In Grove Music Online. Oxford 
Music Online, (accessed  August 3, 2011). 
115 Michael F. Robinson, Naples and Neapolitan Opera,, 90. 
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the understanding of that period’s arias -- for example, Goldoni’s statement that the 
leading roles were expected to have an aria patetica, aria di bravura, aria parlante, 
aria di mezzo carattere, and aria brillante.116 Even though it was not possible to have 
such a variety of arias within the short dramas by Martinelli, it is possible to identify 
arias by the Portuguese composers as musical settings of the texts that could fit these 
expressive classifications. The main idea is that arias were classified in the eighteenth 
century according to the feelings and musical techniques that the composers applied to 
achieve their expressive goals. Hence, the ideal of an aria di bravura could be the 
expression of heroic dignity combined with a display of coloraturas, or conversely an 
aria of pathetic desperation expressed by intense lyrical lines. 
 Discussing opera seria of the 1780s, McClymonds states that at this time 
composers were melodists in a more modern style, using a greater variety of aria forms 
including a new popular favorite, the expressive Rondo (a two-tempo aria, slow–fast). 
This new aria form is largely found in the late serenatas by Leal Moreira (Gli eroi 
spartani of 1788) and Sousa Carvalho (Numa Pompilio of 1789). 
  One important characteristic of the serenatas, specially from the 1780s, is the 
wide use of obbligato instruments in the arias. As the description by William Beckford 
cited above suggests, the Queen’s orchestra had very good woodwind musicians, and 
significant solo writing for flutes, oboes, bassoons and horns can be observed in these 
works. This complex obbligato writing (which can also be seen in the instrumental 
overtures) tends to feature blocks or groups of instruments dialoguing with the vocal 
                                                
116 Robinson, Naples and Neapolitan Opera, 93. 
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soloist and the strings of the orchestra. Robinson includes a brief discussion of  the 
subject of obbligato wind instruments in the orchestral parts of the arias, suggesting 
this would have been a development more extensively used by composers such as 
Tomaso Traetta and Niccolo Jommelli in the context of Neapolitan music in the 
1760s.117 Portuguese composers in the 1770s and 80s kept this tradition, also found in 
Perez’s operas such as Solimano, written in Lisbon in 1768, and developed it. In 
several arias by Sousa Carvalho and Leal Moreira groups of wind instruments such as 
flutes, oboes, bassoons and horns work independently within the orchestra, creating a 
concertato texture with the voice. The vocal soloist dialogues with different timbre 
groups of the orchestra: these new instrumental effects, including the already 
established intense resource of different dynamics, created an emotional ambience 
which helped to describe the character’s emotions.  
 Major mode arias in C, F and B flat major were preferred to feature an 
extensive use of obbligati woodwind instruments. These key choices can be easily 
explained by the suitability of certain keys for the wind instruments. Both Sousa 
Carvalho and Leal Moreira made significant and virtuosic use of flutes, oboes and 
bassoons as obbligato instruments in the accompanied recitatives and arias. In Tomiri 
by Sousa Carvalho and Ester by Leal Moreira, for example, the main arias for the 
leading roles provide impressive use of these instruments. The key of E flat major, as 
usual for eighteenth-century composers, was used in contexts of high ranked or noble 
characters such as rulers and monarchs, and might be scored with bassoons and horns 
                                                
117 Robinson, Naples and Neapolitan Opera, 126. 
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in E flat. The key of D major was used in heroic bravura arias and as also in the vast 
majority of the Licenze choirs, since it was the most traditional key for trumpets and 
timpani (improvised, according to the customary eighteenth-century tradition, on the 
basis of the second trumpet part).  
 Concerning the formal structure of the arias found in the Portuguese serenatas 
of the 1780s Robinson suggests that some arias were based on a structure related to the 
instrumental sonata-form, in that the structural principle of the aria was modified and 
approximated that of the first movement of a classical concerto.  The initial ritornello 
and first verbal section form the equivalent of a double exposition, the middle section 
the development, and the repeat the recapitulation.118  
 Specifically for the study of aria types, two arias that can be considered 
typical of the style of the 1780s according to Robinson and Arshagouni come from the 
oratorio Ester, written in 1786 by Leal Moreira.  
 Ester’s first aria is a short Rondo. This Rondo presents three times the main 
theme, which is structured in regular four-plus-four-measure semi-phrases three times. 
This main theme alternates with three free sections of different and irregular lengths. 
Section C is a short recitative, and this would have been considered an innovative 
feature in the 1780s. This recitative is useful to prepare the connection between the 
main theme and the central section in minor mode. There is a break in the fluidity of 
the aria, and this calls the listener attention to the next section, the only one that differs 
harmonically from the rest of the movement. After the third repetition (and ad libitum 
                                                
118 Robinson, Naples and Neapolitan Opera, 147. 
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improvised variation and embellishment by the singer) comes the last free section, 
immediately followed by a coda that can be identified as such by the use of a stylistic 
cliché in the harmonic resolution ( I6 - II6 - I6/4 5/3 - I - vi - II7 - V - I). 
Dall’eterno seren delle sfere 
Scendi o raggio d’immenso piacere; 
Cangia in luce l’orror,  
che n’ingombra, 
Ne dimostra di pace il sentier. 
Ogni tema dal core disgombra, 
Sommo Nume, d’un popolo oppresso, 
Che detesta contrito ogni eccesso, 
Che si umilia al tuo santo voler. 
 
 
 
 
Orchestration: violins 1, 2, viola, Ester (soprano) and cello with bass 
Key signature: A major                  Time signature: 2/2 
 
Section Thematic 
content 
Harmonic areas Measures 
 
A (no 
introduction) 
a  I - I 1 – 6 
B b  I - I 6 – 18 
A a’ I - I 18 – 23 
C recitative c I - V 23 – 26 
D d (minore) vi - V 27 – 36 
A a’’ I - I  36 – 43 
E  e I - I  43 – 48 
F coda f I6 - I 49 – 58 
 
Table 2: Leal Moreira, Aria Dall’eterno seren delle sfere from the oratorio Ester (1786) 
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Main theme 
 
 
 
Sections C (recitative) and D (minor mode free section) 
 
Figure 15: Leal Moreira. Excerpts from the aria Dall’eterno seren delle sfere from the 
oratorio Ester (1786). Measures 24 to 31 and 45 to 52. 
 
 
 
 The second of Ester’s arias is an allegro in ABA structure, with a modulatory 
middle section. Hence, this movement is structured in a form that can be compared to 
the instrumental sonata-form although with some elements that were typical of the 
vocal forms, such as the lack of true motivic development. 
  
 
 
119 
Di gioja, e di contento 
Sento, ch’ho il sen ripieno, 
E quel piacer, ch’io sento, 
Mio Dio, mi vien da te. 
Come lodare appieno 
Il Nome tuo poss’io?.. 
Ma Tu, l’interno mio 
Vedi, Signor, qual’è. 
Orchestration: Traversieri soli I and II, fagotti soli I and II, Corni in faut I and II, 
violins I, II, viola, Ester (soprano) and cello with bass 
Key signature: F major                  Time signature: C 
 
Allegro 
Section Thematic 
content 
Harmonic areas Measures 
 
A musical idea a I - I 1 – 12 
Exposition musical idea b V - V 13 – 28 
     b1 (variation of 
b) 
display of vocal 
coloraturas 
V - V 28 – 39 
 vocal coda V - V 39 – 46 
 instrumental 
coda 
V - V 47 – 52 
B 
“Development
” 
Modulatory 
middle section 
v (minore) - III  53 - 66 
 
A’ Di gioja a’  I - I 67 – 78 
 b V6 (as main key area) - I 79 – 95 
 b’1 
display of vocal 
coloraturas 
I - I 95 – 108 
 vocal coda I6/4  5/3 - V - I 108 – 114 
 final coda I - I 114 – 123 
Table 3: Leal Moreira,  Aria Di gioia e di contento from the oratorio Ester (1786) 
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Vocal line broken up by short orchestral phrases or ritornellos 
 
 
 
Distinction from lyrical lines and coloraturas display (m. 120) to emphasize the 
character’s emotion. 
 
 
Figure 16: Leal Moreira. Excerpts from the aria Di Gioja e di contento from the oratorio 
Ester (1786). Measures 1 to 12 and 13 to 22. 
 
 The section A or exposition is defined by the presentation of two main 
musical ideas (and their possible expansion) initially in the tonic and modulating to the 
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dominant (I - V). This exposition has a simple lyrical/cantabile eight-bar musical idea 
(called here a, in the tonic), and a short orchestral ritornello (equivalent to a small 
harmonic bridge) ends this first musical idea. Musical idea b is presented in the key of 
the dominant, established and reinforced already in the second bar of this section. 
Another short orchestral ritornello leads to a musical idea here labeled b1 that it is a 
non-modulatory display of vocal coloraturas. This section is followed by both a vocal 
and an instrumental coda.   
 What could be considered the “development” or middle-section of the aria 
comes in the key of the minor dominant (c minor). This section cannot be called a true 
development because the musical ideas are not related to those of the exposition, nor 
do they undergo any kind of motivic transformation or, as the term suggests, 
development. While some have wanted to see elements of instrumental sonata form in 
vocal works of this sort, it would seem that the analogy is only partially useful given 
that true development is so essential to the definition of sonata form. The aria 
concludes with a modified da capo. The musical idea a is presented literally as in the 
exposition, but  musical idea b and the material that follows are now presented in the 
tonic (though introduced by transformed and diminished chords), without the 
modulation to the dominant. This harmonic trait is what characterizes this area as 
possibly related to instrumental sonata-form. From this point the same features present 
in the exposition (A) are present in this recapitulation (A’), now in the tonic, such as 
the coloratura display and codas. In terms of phrase structure, this aria has some 
characteristics described by Robinson as typical of Piccinni’s use of short orchestral 
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phrases that break up the vocal line in the allegro arias. It is possible to say that Leal 
Moreira’s style comes directly from the Italian master since Sousa Carvalho studied 
under Piccinni in Naples and was Leal Moreira’s teacher at the Seminário da Patriarcal 
and also a very strong influence in the young composer’s career. Piccinni was also a 
very well known composer in Portugal as attested by the large number of musical 
scores of his operas at the library of Palácio da Ajuda and the notices of several 
performances of his operas (seria and buffa) in the court theaters, especially from 1763 
to 1774, time when Leal Moreira was still a student. According to Robinson, the 
device of breaking the vocal lines by adding some orchestral short phrases was 
accomplished by adding new music in gaps in the tune, adding contrast and a certain 
jittery tension that also expands the music’s length. Robinson also makes the point that 
because of the increased length of the sections of the average aria, it was natural for 
the music of each section to tend to fragment and form subdivisions within itself. 
This is a development that has often been commented upon in the 
contemporary instrumental sonata and symphony. The composer, instead of  
viewing the section as a single musical period, aimed at some kind of  balance 
or symmetry of the phrases within the sub-unit.119  
 
 
 The ritornellos in the arias by Leal Moreira are rather shorter than those by 
Piccinni, as discussed by Robinson. It is hard to know if this device was already 
outdated in the 1780s, and as such already modified, or if was a particular trend of 
Leal Moreira’s own approach. The excerpts discussed above demonstrated these two 
                                                
119 Robinson, Naples and Neapolitan Opera, 135. 
  
 
 
123 
aspects of phrase structure, both as the short orchestral phrases that complete the vocal 
“line”, and the distinction between lyrical lines and coloratura display. 
Scene III 
Se l’interno affano mio 
palesar potessi; oh Dio 
Ah dividerti nel seno 
Sentiresti appieno il cor 
Agitata, ognor confusa, 
Sempre incerto io muovo il passo 
Ah faria pietade a un sasso 
Questo acerbo mio dolor! 
 
Orchestration: violins 1, 2, viola and cello with bass 
Key signature: c minor                  Time signature: 2/2 
Allegro 
Section Thematic 
content 
Harmonic areas Measures 
 
A 
Exposition 
 
Introduction 
with a and b 
musical ideas 
 
i - i 6/4 
 
 
1 - 14 
 a i- i 15 - 23 
 a1 i - i 24 - 30 
     b III - III 31 - 40 
 b1 III - III 41 - 57 
 first part coda III - III 58 - 76 
B 
“Development” 
 Modulatory section with with 
new ideas and certain 
development on elements of a 
76 - 120 
 
A’ a’  i - i 120 - 127 
Recapitulation a’1 i - i 128 - 135 
 b’  i - i 135 - 144 
 b’1 i- i 144 - 161 
 final coda i - i 162 - 186 
Table 4: Aria Se l’interno affano mio from Alcione (1787) - João de SousaCarvalho. Lib. 
Martinelli  
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Figure 17a: Section A - a of Se l’interno affano mio from Alcione (1787) - João de Sousa 
Carvalho. Measures 15 to 22 and 96 to 100. 
 
 
Modulatory section C with “development” of the musical idea a. 
 
 
Figure 17b: Sousa Carvalho. Alcione (1787) Aria Se l’interno affano mio. Measures 15 to 22 
and 96 to 100. 
 
 
               In minor mode arias, Leal Moreira follows a general model similar to that 
found in similar arias by his teacher Sousa Carvalho. Sousa Carvalho’s Se l’interno 
affano mio, from the serenata Alcione (1787), in c minor and for strings only, 
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exemplifies all the main characteristics of these unique moments of the serenatas. The 
large majority of the arias in these serenatas and oratorios are in major mode, with an 
average of only one minor key aria per work.120 Concerning orchestration, all minor 
mode arias found in this repertory are strings only. The reasons for this orchestration 
pattern might be related to tradition or to tuning issues concerning the use of 
woodwinds and brasses in what may have been an unequal temperament. Scoring 
minor mode movements for strings only was a common tendency in mid-eighteenth 
century repertory by composers such as Jommelli and Piccini, and not an exception. In 
this case, however, it is complicated to explain the really unusual use of minor mode 
sections (even if not as the main key of the movement) and the extensive use of 
diminished chords in a work like Salome by a Cordeiro da Silva whose composition 
was founded so strongly on Jommelli’s works and style. Salome features the only aria 
in minor mode (the c minor one) that also adds oboes and horns. Using flutes and 
oboes with strings in minor mode was not problematic: an issue would come, however, 
when writing for horns and trumpets. Portuguese composers only used a pair of horns 
or trumpets, since usually the same two musicians would play either horns or trumpets. 
Even in the exceptional cases in which extra players were hired to play the four 
instruments together, the brasses only played two voices of harmony between them 
(doubling the same chord), not creating chords of four different notes as happens in 
                                                
120 There are a few exceptions such as in Salome of Cordeiro da Silva and in Siface ed 
Sofonisba of Leal Moreira which each present two minor mode arias. 
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works by central European instrumental composers of the time, which would have 
provided more harmonic possibilities. 
 This aria shows some bravura elements not by the presence of coloratura, but 
rather by expressive and intense use of minor mode and lyrical long melodic lines. The 
musical phrases are eight measures long, subdivided into regular symmetrical four 
plus four semi-phrases. The orchestra works mainly as accompaniment to the melody, 
punctuating and dialoguing with the voice. The vocal part is an independent line, not 
doubled by the strings. 
 The first part, A, can be compared to an instrumental double exposition. Its 76 
measures are subdivided into four basic musical ideas with an introduction and a coda, 
ending on the third degree of the tonic c minor. The “development” or B section is 44 
measures long and present a new modulatory idea in arpeggios that change keys every 
one to two measures, leading to a suspension of the tonic on inversion 6/4 - 5/3, 
preparing the return to the tonic. The A’ section, or recapitulation, is a return to the A 
section without repetition of the introduction. This final section has the same four 
musical ideas as A, however over only 66 measures (there is no introduction, but a 9-
measure final orchestral coda).  
 Two Leal Moreira’s examples of minor mode arias can be observed below. 
The first one, from Ascanio in Alba (1785), and the second, from Ester (1786), share 
some common elements, such as lyrical vocal lines with absence of coloraturas, 
similar to the example above by Sousa Carvalho. Structurally they all follow the same 
formula of sonata form without development that became the mainstream for a 
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significant number of arias in these Portuguese serenatas. However, it is important to 
notice the difference in the orchestral treatment concerning textures and importance 
given to the instrumental parts when the two arias are compared. Leal Moreira tends to 
present a non melodic agitated figuration on the strings (not doubling the voice) that 
provides the necessary tension and breathless sensation to describe the character’s 
internal agitation and anxiety. The subtlety in difference of textural treatment, in this 
case, can be observed in the fact that in Ascanio all the strings, except for the basses, 
have the ‘off-beat’ figuration with particular attention to the movement of the first 
violins. On the other hand, in Ester, violas and second violins already present simple 
repeated or long notes, leaving the “anxiety” for first violins only. The idea is the 
same, but the texture is already “simplified”, following the orchestration features that 
define Leal Moreira’s later works. 
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Figure 18: Leal Moreira, Ascanio in Alba (1785). Aria Agitato, oh Dio. Measures 1 to 19. 
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Figure 19: Leal Moreira, Ester (1786). Aria Fra tanti severi. Measures 1 to 20. 
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2.3.1.2: Accompanied recitatives 
 
 According to Robinson, the best description of accompanied recitative in the 
mid-to late eighteenth century, and one that gives some idea of how varied it had 
become, is John Brown’s Letter upon the poetry and music of the Italian opera 
(Edinburgh, 1789). Robinson quotes Brown saying that: 
(...) musicians “tried to put music of the highest quality into accompanied 
recitatives, with the vocal lines not merely moulded to imitate spoken dialogue 
as was the case in simple recitative. Instead, the poetic meter could be 
distorted, but not actually violated, if the composer felt that greater 
expressiveness could be obtained in so doing. The role of the orchestra was 
expanded, and it became involved in of describing’ the emotions felt by the 
character. The voice, however, was more important than any other part, 
because - and this was a very eighteenth-century idea - the ‘pathetic powers of 
music’ were best left to it. The style of the vocal part could fluctuate between 
declamation and song.”121  
 
 
Portuguese composers also tended to increase the number of recitatives with 
orchestra to enhance dramatic value, creating several scenes without musical 
interruption by simple recitatives. A noteworthy example of a descriptive recitative in 
the Portuguese serenatas is the one that precedes the final aria from Sousa Carvalho’s 
Alcione. Full of variety and pathos, this recitative depicts Alcione’s desperation when 
seeing her love Ceise sinking in the sea during a horrendous storm. The composer built 
orchestral density by increasing the rhythmical patterns, creating an impressive 
orchestral effect that is completed by fast up and down scales that represent the storm. 
The recitative ends in an unusual way, as it is followed immediately by a very peaceful 
and tuneful aria in which Alcione implores Neptune to take her as well to Ceise’s side. 
                                                
121 Robinson, Naples and Neapolitan Opera, 127. 
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This is not, however, the standard for the accompanied recitatives in the Portuguese 
serenatas. Rather, it is a very special case of a development of the form that resembles 
the model identified as reflecting French drama influence: musical continuity in arioso 
style.  
 
 
Figure 20: Sousa Carvalho. Excerpt from the recitative of the Scene XI from Alcione (1787). 
Measures 33 to 47. 
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 According to McClymond, during the 1780s scenes set in obbligato recitative 
became more common and longer. They became quite elaborate, involving wind 
instruments, and combining obbligato commentary during vocal caesuras with 
accompagnato chords or tremolo during the vocal declamation, and occasionally 
moving into measured style or cavatina; often they were the ravings of a character 
insane with fear and dreadful imaginings. They remained introspective solo scenes for 
the principals until the late 1780s, when they began to encompass action.122 
 Leal Moreira’s accompanied recitatives are very long and dramatic, following 
the tradition of Jommelli and Sousa Carvalho. Some of these scenes are especially 
noteworthy because they introduce musical material that is developed during the 
recitative and reaching its final version in the arias. Since the recitatives are through-
composed and are ruled by the text rather then following pre-determined forms as in 
the case of the arias, a true modulatory development of the musical motives takes 
place during those long scenes. The same melodic motive, whether in its entirety or in 
fragments, is presented in different keys, alternating between major and minor mode. 
 Some recitatives and the arias that follow require one or more obbligato 
instruments, which brings even more timbral variety and dramatic possibilities to the 
motivic developments as described above.  One fine example of this procedure can be 
seen in the recitative Misera me! and the aria Ah cangiar non può d’affeto from the 
serenata Gli eroi spartani (1788). This scene requires solo flute and strings, with the 
                                                
122 McClymonds, M. and Heartz, D. "Opera seria." In Grove Music Online. Oxford Music 
Online.  
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main melodic interest circulating between the voice and the solo instrument. The 
strings are restricted to a very simple rhythmic accompaniment, with a long and static 
phrase in the violas, which creates a very simple and effective dramatic effect in this 
textural context. 
 
 
 
Figure 21: Leal Moreira, Gli eroi spartani (1788). Recitative Misera me! Measures 1 to 15. 
 
 
 The recitative Misera me! is built over modulatory variations of the four-bar 
melodic motive presented by the solo flute. The aria is based on the same motives 
presented in the recitative, although for the first time in g minor and in a more stable 
and less modulatory way. 
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Figure 22: Leal Moreira, Gli eroi spartani (1788). Aria Ah cangiar non può d’affeto. 
Measures 1 to 8. 
 
 The accompanied recitatives in minor mode, with plenty of unexpected 
modulations (and in the unique case of Salome, diminished chords resolving to other 
diminished chords), are all for strings only. It is unclear whether this scoring is related 
to some “sonority tradition” or if it was a technical matter concerning tuning and 
temperament.  
 
2.3.1.3: Sinfonias 
 All the serenatas and oratorios have an individual orchestral overture called in 
the scores sinfonia or introduzione. They vary in form, but are, in general, in the 
Italian three movement form (Fast - Slow - Dance) or in sonata-form, however without 
a complex development as in the symphonic Central European fashion. Some of these 
overtures are actually organized in a binary form with a very short modulatory middle-
section similar to the formal characteristics of the arias. An example of a sinfonia 
written following the most classic three-movement form (since it was written as late as 
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1783) is the one for the oratorio La Passione di Gesù Christo Signor Nostro by 
Luciano Xavier dos Santos. The three movements are structured very simply, binary 
form without development and with a single theme in each movement. The middle 
movement, as exemplified below, is in d minor, the minor subdominant of the main 
key of A major. The orchestration and use of the instruments are also rather 
conservative or somewhat out-dated since they follow the style of the previous 
decades. Even not wishing to make general stylistic judgements based on a single 
sinfonia, compared to the works in the 1780s by a composer of the same generation 
such as Sousa Carvalho, Xavier dos Santos’s overture and oratorio could be seen as a 
bit archaic for 1783. This is not just a matter of the use of three-movement form (since 
Sousa Carvalho and Leal Moreira also wrote three-movement sinfonie), but rather in 
the whole musical discourse and in the characteristics of dos Santos’s use of the 
orchestra. 
 
Orchestration: Violini (I and II), Oboe (I and II), Corni da Caccia (I and II), Viole, 
Fagotti (I and II), Bassi 
Movement General form Harmonic area Measures 
Allegro 
A major - C 
A - B - Aʼ I - V - I 86 
Andante vivace 
d minor - 3/4 
A - B - Aʼ - C - Bʼ 
- coda  
i - III - i - V 60 
Allegro assai 
A major - 2/4 
A - B - Aʼ - Bʼ - 
Aʼʼ - coda 
I - V - I 102 
 
Table 5: Luciano Xavier dos Santos. Sinfonia of La Passione di Gesù Christo Signor Nostro 
(1783). Second movement. Measures 1 to 12. 
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Figure 23: Luciano Xavier dos Santos. Sinfonia of La Passione di Gesù Christo Signor 
Nostro (1783). Second movement, measures 1 to 12. 
 
 On the other hand, even from the same generation of Xavier dos Santos, Sousa 
Carvalho was a composer whose style changed continuously, his works varying 
greatly from the decade of the 1760s to his late dramatic works in 1789. Sousa 
Carvalho kept updating his approach and added the new formal and orchestral features 
of the intervening years. Therefore, the overture for Tomiri, also written in 1783 and in 
three movements, already brings a more ‘modern’ sonority in matters of texture, 
melodic taste and use of the instruments. To illustrate these differences between the 
two works, we can consider the second movement of Tomiri’s sinfonia. In this 
movement, the role of oboes and bassoons is very independent of the orchestra, in 
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obbligato fashion and with a very particular galant taste and writing. The qualities of 
the string accompaniment is similar to a “basso D’Alberti”, and the melodic traits 
found in the first violin from the eighth measure on is analogous to orchestration and 
melody writing in similar works written at the same period by younger composers 
such as his pupils Leal Moreira and Marcos Portugal. Perhaps Sousa Carvalho’s duties 
as teacher at Patriarcal and the several commissions for court serenatas he was granted 
forced him to keep his style updated. 
 
 
 
Orchestration: Violini (I and II), Oboe (I and II), Corni da Caccia (I and II), Viole, 
Fagotti (I and II), Bassi 
 
 
 
Movement General form Harmonic area Measures 
Allegro con spirito 
F major - C 
A - B - Aʼ I - ii (II) - V - I 118 
Andante con moto 
B flat major - 2/4 
A - B - Aʼ - C 
(modulatory) - Bʼ 
I - V - I - V - II6/5 72 
Allegro vivo 
F major - 2/4 
A - B - Aʼ - C - Aʼʼ - 
Bʼ - coda 
I - V - I 102 
 
Table 6: João de Sousa Carvalho. Excerpt from the overture of Tomiri (1783). Second 
movement. 
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Figure 24: João de Sousa Carvalho. Excerpt from the overture of Tomiri (1783). Second 
movement. Measures 1 to 16. 
 
 
 Two additional interesting examples can be drawn from Cordeiro da Silva’s 
Salome and Leal Moreira’s Gli eroi spartani. Salome has the only sinfonia written in 
minor mode (c minor), which brings a very dark mood from the beginning of the 
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oratorio. Even without comparing the musical material beyond this opening passage, 
the key and orchestration of this sinfonia relates strongly to the main aria of Salome, 
which also features broken melodic motives and the addition of oboes and horns like 
this sinfonia (an unusual case of wind instruments in arias on minor keys). 
Orchestration: Violini (I and II), Oboe (I and II), Corni da Cacia (I and II), Viole, 
Fagotti (I and II), Bassi 
 
Movement General form Harmonic area Measures 
Largo/Allegro 
moderato 
c minor - C 
A - B - Aʼ I - V - I - II7 86 
 
Table 7: João Cordeiro da Silva. Sinfonia of Salome, madre de sette martiri Maccabei (1783).  
 
 
 
 
Figure 25: João Cordeiro da Silva. Excerpt from the Sinfonia of Salome, madre de sette 
martiri Maccabei (1783). Measures 1 to 10. 
 
 The sinfonia of Gli eroi spartani is also a very particular case in the 
instrumental openings of the Portuguese serenatas. It is formed by several small 
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movements with key changes and works in an almost rhapsodical way by freely using 
melodic material from different movements of the serenata. This is a unique procedure 
not only in this specific repertory, but for eighteenth-century sinfonie in general, since 
their musical material is usually totally detached from the music of the drama. It is 
hard to determine if the short sections of this overture should be analyzed as different 
self-contained movements or if it is necessary to understand the different, and 
sometimes distant harmonic areas, as part of a whole single movement. Each short 
section is monothematic, with the exception of the first allegro which presents two 
melodic motives. All other parts are based in a single musical idea. Finally, the coda is 
a melodic stretto that combines all musical ideas. The first section is the longest one, 
with 78 measures. It is bi-thematic (A and B) and comparable to a first part of a binary 
sonata, with some melodic development, internal modulations and coda. A short 8-
measure phrase in the solo flute with orchestra (divided into two semi-phrases as 
question and answer) in 6/8 is suddenly presented and interrupted (C). A rough cut 
presents modulatory fast arpeggios (D) that introduces another andante ‘grazioso’ in 
6/8 (C’). This time a similar phrase is presented by the solo oboe and then answered 
by the solo horn. Another modulatory section, indicated as D’, interrupts the solos and 
is built over modulatory arpeggios that begin in e minor to end in G major. A third 
time the musical idea C is presented, now by the entire violin section rather then by 
solo wind instruments. This feature gives the sensation that the theme grows in 
importance. The 6/8 theme is interrupted again, this time by the full orchestra with a 
theme that recalls A (the reason why the analysis indicates it as the beginning of a 
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coda). From this point onwards, all the themes are presented in a similar, albeit more 
developed closing section, which that can be considered the coda of the movement. In 
a broader view this multi-movement overture can also be seen as resembling the 
sonata-form ideas within the arias of this repertory. Even with the broken and 
interrupted musical ideas, the first and second parts could be heard as forming the 
exposition. What follows, with the interrupted C and D musical ideas, can be 
compared to a development. The final portion (which has been labeled coda in this 
analysis) could be also heard as a shortened recapitulation (only 49 measures) of the 
first part (78 measures). 
Movement General form Harmonic area Measures 
Allegro con spirito 
G major - C 
Sonata-form 
A - B - Aʼ 
I - V - (modulatory) - I 
– I 
78 
Andante grazioso 
G major - 6/8 
C I – I 8 
Primo tempo 
E flat major - C 
D (modulatory) 11 
Andante grazioso 
G major - 6/8 
Cʼ V – I 16 
Primo tempo 
e minor - C 
Dʼ (modulatory) 14 
Andante grazioso 
G major - 6/8 
Cʼʼ I – V 9 
Primo tempo 
G major - C 
Coda part 1 
Part 2 -  G major 6/8 
Part 3 - G major - C 
Coda based on 
themes A,B and C 
Aʼʼ  
Cʼʼʼ 
Bʼ - Aʼʼʼ 
I - V – I  
 
8 
4 
37 
 
 
Table 8: Leal Moreira. Sinfonia to Gli eroi spartani (1788).  
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2.3.1.4: Licenze  
 
 
 Another main characteristic of these serenatas during the time of D. Maria I is 
the systematic presence of Licenze at the very ending of each work, with the exception 
of the oratorios and a few other works. Kühl again gives a very precise definition of 
these Licenze and how they were applied in the Portuguese context. 
 
Licenze [are] an occasion in which one of the opera’s characters or even 
another character interferes in the action’s sequence, generally at the end, to 
deliver a praise/laudation to the honored by the serenata. The direct reference 
can happen explicitly in the argument, as an appendix to the whole plot, or 
even inside of the plot. The reference to the honored individual can take place 
at the beginning of the work, in the middle, or at the very end as was most 
usual.123 
 
 
 Musically, these Licenze are short attached final scenes, in the course of which 
after the main plot is solved, the characters (even those who might have died in the 
action) turn to speak directly to the audience in recitatives with orchestra, comparing 
the virtues of the heroes or heroines depicted in the drama, and praising those of the 
royal person to whom homage was being paid. Even if this final section may seem 
dramatically detached from the main action, musically the serenata is not done 
without the Licenza that includes the final “chorus” with the full musical forces. The 
main action normally ends with an “ensemble” of the characters (with the exception of 
                                                
123  Kühl, “Os Libretos de Gaetano Martinelli,” 179. “Licenze, ocasião em que um 
personagem da ópera ou um novo personagem interfere na seqüência da ação, geralmente ao 
final, para tecer um grande elogio ao homenageado. A referência direta pode acontecer de 
maneira explícita, no argumento, ou ainda como um apêndice ao conjunto da trama, ou, até 
mesmo, dentro dela. Assim, a referencia ao homenageado pode acontecer logo ou inicio ou 
meio da trama, ou como mais comumente ao fim”.  
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Sousa Carvalho’s Alcione, which ends with a solo aria) written in a less powerful 
orchestration and in a less brilliant key. It is only in the final choir of the Licenza that 
the D major key is used, as happens in almost all of these works, allowing trumpets 
and possibly improvised timpani to be used to enhance the grandeur and a sense of 
musical finality. In some works the licenze are where the most important “choral” 
writing is present. However, these parts referred to as coro in both in the libretto and 
the score are meant to be sung by the characters all together, as also happens in the 
mainstream opera seria. The differentiation between “chorus” and ensemble in these 
works is in the way that the numbers are written both dramatically and musically, 
since in both situations they are all sung by the same four or five singers of the cast. 
The “chorus” of the characters has no “action” and this part could be understood as an 
“external” chorus that describes the action as in Greek tragedy, since the individual 
dramatic roles are not as important as the collective musical effect. These “choruses” 
happen especially in the introductory sections of the Licenza, where even enemies in 
the drama or deceased characters sing the final laudatory phrases together. On the 
other hand, the ensembles are normally the climax of the action with the characters 
engaged in showing their dramatic characterization and individuality. Duets occur 
normally at the end of the main part of the drama and are normally love duets. The 
ensembles, and especially the duets, are moments to display the collective virtuosity of 
the singers, while the opening or final “choruses” are written in a more simple and 
vertical choral fashion. 
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 Even though systematic and expected the final Licenza, conveyed in 
accompanied recitative, could have a considerable effect on the audience, since all 
were waiting for the solution of the plot and for this ceremonial moment of the work. 
Kühl describes this moment as the one in which the speech of the character (god, hero 
or heroine) represents the poet himself but also the other members of the royal family, 
the clergy, the nobility and all the nation as a whole who pay tribute and celebrate the 
birthday of the honored patron.124  
 
 
[Learco] 
 
L’Arte, e l’ingegno mio presume in vano, 
D’Artemisia narrando eroici i Fasti, 
TE ritrattare, o Augusta 
Magnanima MARIA. Illustri i pregi 
Del benefico tuo costante core 
Arrossir fan l’idea; talchè per quanto 
Ti formi eccelsa, e degna 
Del più sublime onore, 
D’ogni Gloria, ed Onor t’invien maggiore. 
Oh secolo felice, in cui n’è dato 
In TE, Regina invitta, 
Ammirar di virtù sì raro Oggetto! 
Oh Aurora di diletto! 
Oh Natal venturoso! Ah sì, gran DONNA, 
TU di Clemenza esempio, 
Immortal pregio sei 
Di Giustizia, e Pietà. Chiaro si scorge, 
DallÕpre, dai pensier, da’tuoi costumi, 
Che il tuo candido cor retto è da’Numi. 
 
 
 
 
CORO 
Oh sublime, DONNA Augusta, 
Sempre invitta, sempre giusta, 
Sei del secolo l’onor. 
 
a 2. voci 
 
TU, dal Cielo ognor protetta, 
O Magnanima MARIA, 
Dell’Augusta Monarchia 
Sei la gloria, e lo splendor. 
 
CORO 
Oh sublime, DONNA Augusta, 
Sempre invitta, sempre giusta, 
Sei del secolo l’onor. 
Table. 9: G. Martinelli. Text from the Licenza from Artemisia, regina di Caria (1787) 
 
 
                                                
124 Kühl, “Os Libretos de Gaetano Martinelli,” 180. 
  
 
 
145 
 In this example from the Licenza of G. Martinelli and Leal Moreira’s 
Artemisia, regina di Caria (1787) directed to the birthday of the Queen Maria I, it is 
possible to observe the typical poetic laudatory structure. Musically, the licenza is set 
through a complex accompanied recitative followed by the final Coro. 
 
 
 
Figure 26: Leal Moreira. Excerpt of the Licenza from Artemisia, regina di Caria (1787). 
Measures 1 to 14. 
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 There are no doubts that one-act court serenatas were the main operatic genre 
developed by Portuguese composers in the last quarter of the eighteenth century. As 
we have seen this was due to many financial, but also to some degree aesthetic, 
choices made during the rule of Queen Maria I (1777 - 1792). Solutions were found by 
the librettist Martinelli in partnership with the most representative composers active in 
Lisbon at the time. This became the principal dramatic means that a new generation of 
Portuguese composers found to express their own reading of the established Italian 
genres and styles through the drammi per musica as established by Metastasio and 
adapted by the court poet Martinelli. Musically, these serenatas do not necessarily 
show any recognizable or musical feature that could be claimed as “original” or 
identifiably “Portuguese”.  However, as we have suggested above, the local adaptation 
of the musical forms and structures undertaken by the local composers through their 
setting of Martinelli librettos inherently display their uniqueness and strength. 
 Leal Moreira was the young composer whose career was, perhaps, most 
directly related to the development and decline of this genre, since he dedicated 
himself exclusively to a significant number of these compositions from his youth to his 
early maturity. His compositional activity related to the court began with the music for 
the Acclamation of Maria I and ended with the official regency of Prince João in 1799 
when Leal Moreira left the direction  of Teatro São Carlos. 
 The Portuguese court serenata as a genre saw its rise and fall in no more then 
twenty years. It went from a novel solution to maintain the operatic production at the 
court during a time of financial restrictions to an “outdated” spectacle in a short 
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amount of time. This was mainly due to the fact that Queen Maria I’s reign was 
already a late holdover of the ancien régime. Her time as ruler is traditionally 
described as much more conservative in customs and civil and religious ideology 
compared to the previous reign. However, shorter laudatory allegorical works remain 
important in Portugal till at least the mid-1830s, and the period of Absolutist 
usurpation (1828 – 1833) marks a striking late flowering of the genre. 
 Serenatas were the works that revealed Leal Moreira’s dramatic abilities and 
through which he established and cemented his predominance as court composer, 
preparing him for his time at Rua dos Condes and later at São Carlos.125 From the 
freshness of Siface ed Sofonisba of 1783 to the already antiquated, yet elegant, Il 
natale augusto of 1793 it is possible to trace the developments of this genre that saw 
no systematic continuation, and that had Leal Moreira as one of the most significant 
representatives.126 These works were important for the solidification of Leal Moreira’s 
style. His use of comic opera elements in the late serenatas show a composer able to 
easily and wisely circulate between the serious and comic genres, ready for his own 
mixing of Italian features in his two unique extant entremezes, the works “in the 
Portuguese manner”A Saloia Namorada and A Vingança da Cigana. 
 
                                                
125 Sousa Carvalho and Cordeiro da Silva also wrote a large number of serenatas  just as Leal 
Moreira, but they were already established and experienced composers, who had staged other 
different operatic genres, when the serenata became the mainstream of Queen Maria I’s reign. 
126 A few occasional laudatory allegorical works were composed for the Portuguese court, both 
in Lisbon and Rio de Janeiro, as late as the first decades of the nineteenth century without, 
however, representing any significant expansion or renaissance of the genre.   
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Chapter Three: A Saloia Namorada 
3.1: About the Documentary Sources of A Saloia Namorada  
 The music of A Saloia Namorada had long been considered lost, leaving A 
Vingança da Cigana  - the second work from the same composer/librettist partnership 
- as the only confirmed complete remaining case of a late eighteenth-century operatic 
work originally written/composed in the Portuguese language. The most updated 
bibliography concerning Leal Moreira and his works, within the entry for the 
composer in the New Grove Dictionary of Music and Musicians, lists the score of A 
Saloia Namorada as “lost”.127 
   Most probably because of the assumption that this was a work for which the 
music was lost, not much attention has been given to the libretto of A Saloia 
Namorada or the context of its performance compared to the later and larger work A 
Vingança da Cigana.  A Saloia remained an unknown subject while A Vingança 
received several performances and academic studies. The finding of A Saloia has 
opened the possibility of discussing a transitory work between Leal Moreira as a 
composer of court serenatas and his work both in Rua dos Condes and São Carlos as a 
comic opera director and composer.  
 An undated, but certainly period copy of the full score and a collection of vocal 
and instrumental parts for A Saloia Namorada was located by the author of this 
dissertation at the Library of the Congress (henceforth LOC) in Washington D.C., in 
                                                
127 Manuel Carlos De Brito and Robert Stevenson. "Moreira, António Leal." In Grove Music 
Online. Oxford Music Online, (accessed August 14, 2011). 
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November 2008.  This musical material is part of a set of musical scores purchased by 
the LOC in 1907, 1908 and 1922, all including Portuguese music.  
 
   
Figure 27: List of works purchased by the LOC Music Division in 1907 - Autographs of João 
de  Sousa Carvalho’s Serenatas and a possible work by Pietro Antonio Coppola. Library of 
Congress, D.C. 
 
 Figure 27 reproduces a list of purchases by the LOC Music Division on June 
18, 1907 from Liepmannssohn booksellers in Berlin, indicating at least three 
autographs of João de Sousa Carvalho’s serenatas, alongside works by eighteenth-
century Italian composers such as Bononcini and Galuppi. The serenatas by Sousa 
Carvalho bought by the LOC are extant only in period copies in Biblioteca do Palácio 
da Ajuda in Lisbon. The most significant score is the full autograph of Adrasto Ré 
degli Argivi, since is the only complete score extant. The work was considered 
incomplete in the catalogue of works by Sousa Carvalho by Carlos Santos Luiz João 
de Sousa Carvalho - catálogo comentado das obras, due to the fact that only one 
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volume of one copy is extant in the cited Portuguese archive.128 The list also includes 
an opera in Portuguese language, O Visionário do Riba-Tejo, a possible autograph by 
the Italian composer Pietro Antonio Coppola, director of the theater of S. Carlos in 
Lisbon from 1839 to 1843.129 This title is not included in the composer’s list of works 
as cited in the article by Ballola and Montemorra in The New Grove Dictionary of 
Music and Musicians. 130 It might consist of a still unknown work or a possible 
alternative title for one of the known works, such as the comic opera in Portuguese 
language O Annel de Salomão, performed in 1853.  
 The list of 1908 purchases from Liepmannssohn includes two other autograph 
works by Sousa Carvalho, the serenata in one act Perseo and the two-act dramma per 
musica Testoride Argonauta.  This list also includes a late eighteenth-century 
Portuguese language Entremez dos Amantes Astutos, with music by the Spanish 
composer José Palomino (who settled in Lisbon), a work that was performed at Teatro 
do Salitre in Lisbon in 1798.There are no extant documents at the LOC concerning the 
reasons for the 1907 and 1908 Liepmannsohn acquisitions, the conditions of the 
negotiation, or any other relevant information.   
                                                
128 Carlos Santos Luiz, João de Sousa Carvalho - catálogo comentado das obras (Lisboa: Serviço 
de Música F.C. Gulbenikian, 1999). 
129 On the original document: Pietro Andrea (sic) Coppola. 
130 According to The New Grove Dictionary of Music and Musicians, entry ‘Pietro Coppola’ 
“In 1839 he was made music director of the Lisbon opera house, the S. Carlos, and remained 
there until 1843, producing his earlier operas and writing two new ones, Giovanna I (1840) 
and Inés de Castro (1841).From 1843 he was again in Italy; three new operas were performed 
in Rome and Palermo, but in 1850 he took up his old post in Lisbon and held it until 1871. 
During this period he revised his earlier works and composed a Portuguese comic opera, 
Oaunel de Salamão (1853) Giovanni Carli Ballola and Roberta Montemorra Marvin. 
"Coppola, Pietro." In Grove Music Online. Oxford Music Online,(accessed September 12, 
2011).  
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Figure 28: Sousa Carvalho, Testoride argonauta. Autograph’s cover and first pages. 
Library of Congress, D.C. 
 More information exists for the 1922 purchase, in which the material of A 
Saloia Namorada / Azeitonas Novas was included. The negotiation  was led by the 
head of the Music Division of the Library of Congress at the time (referred in this text 
as LOC), Oscar George Theodore Sonneck, with the booksellers Maggs and Bros. 
from London.  A telegram confirms the purchase in March 10 1922 of Musical 
manuscripts “from the Library of the Kings of Portugal” with approximately 500 items 
bound in 50 volumes. 
 There are also two letters by Sonneck to an unidentified “colleague” that 
express his concerns about the intrinsic musical value of the scores and the worth of 
the purchase. After confirming the purchase on the cited telegram of March 10, 
Sonneck was trusting in the historical information, also based on some legend, that 
this would be a very important music collection of a recently deceased royal house — 
Portugal had become a Republic in 1910 after a very bloody process — that had been 
famous for its musical activities since the fifteenth century. Maggs and Bros. had a 
unique offer and Sonneck had to trust that this would be the actual “musical library of 
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the Kings of Portugal,” which would make this purchase a great opportunity for the 
LOC to enlarge its collection of unique unstudied musical manuscripts from before the 
nineteenth century. Sonneck wrote: 
Dear Collague [sic]: 
Here is a doubtful item, if ever there was one. The Thing is either a unique 
opportunity or it is a well-nigh worthless rubbish; for not always are Kings 
offered a “Musikalisches Opfer” of lasting sweetness. And what sacrifices 
were laid before the throne of Portugal (and Brazil) may be fairly guessed 
from the examples of worthy Sigismund Neukomm. As this is a 
“cable”matter, I wish you would give me your earliest possible diagnosis. I 
feel much like the purchaser of a sacked feline. Yours,...131 
 
 The letter also attests that Sonneck was aware that either this was a unique 
opportunity or a total failure. The head librarian was very well informed about the 
residence and comments of the Salzburg composer Sigismund Neukomm who spent 
five years in Rio de Janeiro between 1816 and 1821 working for the Portuguese court 
in exile, in a musical context with peculiarities not always favorable to him and his 
musical style. 
The material from London soon arrived, and on April 29 Sonneck wrote again 
to his colleague with true resigned disappointment about the content, but pointing out 
part of the collection that could make the whole expenditure at least somewhat 
worthwhile. The letter says: 
My dear Colleague: The treasures of the Royal Portuguese Collection have 
dwindled down to a little heap of tunes, in hoops and patalettes. I do not reckon 
among then the various specimens of misdirected patriotism, dressed in all 
sorts of garb, from puce broacloth and steel buttons to English checks and 
French cuffs. There are perhaps half a dozen items by which the Library is 
truly richer. They comprise the (not quite complete) score of Nasolini’s 
                                                
131 Oscar G. T. Sonneck, Letter from March 11, 1922. LOC.  
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“Zaira”; a Portuguese farce [sic], Azeitonas Novas”, apparently the work of 
Moreira; and an (as yet) unidentifiable Gelegenheits oper undubitable written 
for, and evidently performed at, some birthday festivities of Queen Carlota 
Joaquina. As the text is in Italian, I have a vague idea that Gaetanno Martinelli 
was responsible for it. The music may be Moreira’s or Portogallo’s. Nichts 
gewisses weise man nicht. Diligent search on the 1001 volumes of ancient 
Portuguese libretti has so far failed to bring the identity to light. My guess goes 
to Moreira. Schats in silent on the point. His list of birthday pieces for C. J., 
Regina, does not seem to include ours. At best, it is brief and fragmentary. 
Now, what about the chaff? There is a good deal of stuff, m.s. copies of operas 
excerpts of which we posses perfectly good vocal scores; all sorts of songs, 
mostly in m.s. copies which we have already, or cannot possibly care to have 
ever, on our shelves; a few hybrid perpetrations which the king may not have 
been able to refuse but for which our space seems a trifle too precious; What 
are we to do with it? What was your policy in such cases? The purifying 
flames, the paper mill, or patient public libraries in the provinces? Speak, 
Oracle, speak!  Yours, / Chief, Music Division.132 
 
 
Sonneck was perhaps unaware that the title Maggs and Bros. had provided for 
the collection was a marketing maneuver to sell a large number of musical scores 
which, even if they had at some point been part of the Portuguese Royal library, did 
not comprise the best part of it. Even with the coming of the Republic in Portugal in 
1910, the Royal library remained almost intact at the Palácio da Ajuda in Lisbon, at 
that time transformed into a national public cultural heritage of the Portuguese people, 
independently of the regime. Some works from public and ecclesiastical archives were 
stolen or ‘lost’, appearing in the collections of some booksellers, but a genuine 
“Library of the Kings of Portugal” seems to have never been offered for sale. The 
Portuguese works acquired in 1907 and 1908 were just a few but very important 
                                                
132 Oscar G. T. Sonneck, letter of April 29, 1922, Library of Congress. 
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specimens, and just a deeper investigation could have revealed the provenance of this 
material.  
Nevertheless, in the report written to be edited in June for the fiscal year of 
1922, it is clear Sonneck had to justify the large sum invested for the purchase of this 
so-called Royal Collection that turned out to be much less interesting than what he had 
supposed. The language is different from his personal mail and tries to enhance the 
importance of the material. 
 
Of all the royal dynasties in Europe, past and present, none perhaps was more 
musical than the house of Braganza [sic]. The famous library of João IV 
(1604 - 1656) was destroyed in the earthquake of Lisbon, 1755. But some of 
the music (338 ms. items, 105 printed pieces and volumes) gathered since by 
the Kings of Portugal, was placed on sale in London and has been purchased 
by the Library of Congress. It contains manuscripts such as the score of 
Nasolini’s “Zaira”, Moreira’s (?) “Azeitonas Novas”, Palomino’s “As 
Regateiras Zelozas”, the complete score of an unidentified Italian opera 
written for a birthday celebration of Queen Carlota Joaquina (ca. 1795), a 
mass by Bomtempo, a requiem by Paccini, all of which are probably without 
duplicate: not to speak of the many national anthems and presentation copies, 
often handsomely bound and ornamented, but generally animated with more 
patriotic ardor then musical inspiration. The collection is amply stocked with 
bass and baritone arias from Italian operas in vogue between 1820 and 1850, 
one of the reigning Braganzas [sic] having been a mighty singer in his day. 
Another played the French horn, still another the viola (from music 
transposed, ad usum Regis, into the treble clef), if the music offers any 
indication. It is well that the collection was saved from being scattered; it may 
now conserve, in a measure, its identity and historic stamp.133 
 
  .The work identified as Azeitonas Novas (which we will identify and discuss 
below as A Saloia Namorada) from the 1922 purchase is currently identified in the 
                                                
133 Library of Congress/ Report of the Librarian of Congress and Report of the Superintendent 
of the Library Building and Grounds / For the Fiscal Year ending June 30 1922 / Washington: 
Government Printing Office, 1922, 83 
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paper and online catalogs at LOC by the following information: “Azeitonas novas. A 
musical farce; Portuguese text. Full score, voice and orchestra parts in ms”, call 
number M1500.M787 A9 (Case). The document comprises a bound full score (with 
Azeitonas Novas and another unidentified work) and a set of separated musical parts 
for all instruments and a vocal spartitto for Azeitonas Novas, all under the same call 
number. The choice of title by the North-American library during the cataloguing 
process was clearly based on the available information found at the inscription on the 
bound cover (which is the same as what appears on the separated musical parts, as 
can be seen in figures 29 and 30) and not on a previous knowledge that these 
manuscripts could be the work known by the printed libretto as A Saloia Namorada 
ou o Remedio é Casar.  Azeitonas Novas (Fresh Olives) might have been a 
“nickname” for the work, making a direct reference to the main character’s 
occupation presented in the first scene of the work: Albina Saloia is a dealer of fresh 
olives who uses the expression Azeitonas Novas in her first song, and this might have 
led to the phrase being used to identify the whole work. This kind of “nickname” for 
comical works, especially entremezes, was very common and often became the title 
by which the work became popularly known.  
 There are no historical or bibliographical references to this entremez being 
performed again after its premiere in 1793 in the Teatro São Carlos in Lisbon. 
However, the fact that the orchestral material appears to have been used extensively, 
and the existence of an “added” duet in the full score in a different handwriting, might 
indicate a second version of this duet, written for further performances of the work, 
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perhaps in popular theaters rather than in the São Carlos, the activity of which is well 
documented. 
  A few images will help exemplify the material and its characteristics, such as 
its physical aspect, state of conservation, different handwritings and also the work 
performed by Sonneck and his team of librarians in deciding how to identify and 
catalogue these works. 
  Figure 29 is the cover page of the ‘First Violin’ part and also contains the title: 
Azeitonas Novas. All the other instrumental parts also convey the same title as seeing 
at figure 30. The notes in pencil are probably by the LOC librarians led by Sonneck. 
Figure 31 shows the very first page of the full score in the handwriting of the main 
copyist. Note that there is no any indication of authorship, title or genre of the work in 
the full score, which might have misled Sonneck and any subsequent researchers, if 
there were any, in the identification of the work. Figure 32 is a detail of the first page 
of the score with a stamp that identifies the collection, its provenance and the first 
catalog information, indicating this manuscript as part of the purchase in 1922 of a 
“Royal Coll[ection], Lisbon, 297761”. Figure 33 shows the last page of the first full 
score contained in the bound volume, which gave the librarians at LOC information on 
the genre. “Aqui dá fim o Entremez das Azeitonas Novas” - which one of the LOC 
staff translated “here ends the farce of the fresh olives” Figure 34 is the front page of 
an “attached” duet, placed in the full score of the entremez right after scene VI. The 
handwriting belongs to a different copyist than that of the main score.  
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Figure 29: [Leal Moreira, A Saloia] Bound front-cover. Library of Congress, D.C. 
 
 
 
Figure 30: [Leal Moreira, A Saloia] Part of first violin titled “Azeitonas Novas” Library of 
Congress, D.C. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 31: [Leal Moreira, A Saloia] First page of the full score - [sinfonia]. Library of 
Congress, D.C. 
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Figure 32: [Leal Moreira, A Saloia] Identification of the manuscript’s origin of purchase - 
Royal Coll[ection], Lisbon. 297761. 1922 (year of purchase). Detail of first page. Library of 
Congress, D.C. 
 
 
   
Figure 33: [Leal Moreira, A Saloia], last page with genre identification “Aqui dá fim o 
Entremez das Azeitonas Novas” (Here is the end of the Entremez das Azeitonas Novas). 
Library of Congress, D.C. 
 
 
 
Figure 34: [Leal Moreira, A Saloia] Cover of “attached” duet with the composer’s name. 
Library of Congress, D.C. 
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Figure 35 is the first page of the unidentified work bound with the Entremez 
das Azeitonas Novas. According to Sonneck in a letter sent to an unidentified 
“Colleague”, this second work would have been an occasional work used for the 
birthday of the “Queen” Carlota Joaquina on a date around 1795 based on a libretto 
most probably by Martinelli. Sonneck suggested that the music could be by [Leal] 
Moreira or [Marco] Portogallo. The chief librarian could not identify neither the 
composer nor the libretto, since a “Diligent search in the 1001 volumes of ancient 
Portuguese libretti has so far failed to bring its identity to light.” His “guess went to 
Moreira”, even though the composer’s list of works does not suggest any work 
composed for Carlota Joaquina’s birthday celebrations. Hence, even with the 
authorship doubtful, the work did not receive a separate call number and remains 
neither identified nor catalogued as such. 
 
 
 
    
Figure 35: First page of the “unidentified” work bounded with Entremez das Azeitonas 
Novas.  Pencil notes by Sonneck. Library of Congress, D.C. 
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 The confirmation of the musical authorship of Leal Moreira for this score was 
one of the most significant issues to resolve within this research project. The LOC 
material is catalogued under the name of Azeitonas Novas (not found in the libretto), 
the work is attributed in a pencil note to Leal Moreira thanks to an indication in the 
score, more specifically in the front page of the duet (different copyist handwriting and 
the only movement that has a separate front-page) with the indication: “Saloya 
Insolente duetto do Srn. Leal Mor.a [sic]”. While the only specific author indication is 
found in this duet, the attribution was confirmed by comparing two copies of the duet 
and the aria Eu pobre coitada  (regularly copied in the corpus of the score and by the 
same copyist of the rest of the work). There are copies of these same two movements 
extant in two archives in Portugal: the archive of Ducal Palace of Vila Viçosa and at 
Biblioteca Nacional de Portugal in Lisbon. 
The music in all sources is strictly the same, in the same key and with no cuts 
or arrangements for either movement. One difference, but not a substantial one for 
proving or disproving the authorship, is that the version of the aria found in Vila 
Viçosa has strings only in the instrumentation, while the version at LOC also adds 
oboes and horns with harmonic and orchestral color functions as can be seen in figures 
36 to 38. In Vila Viçosa there is also a copy of a spartito for voices and continuo (or 
bass line) of the same duet Saloya Insolente found as  an added duet in the in Library 
of Congress score. 
 The copies found at Biblioteca Nacional are very similar to those of Vila 
Viçosa and help demonstrate that the work had its importance beyond the premiere 
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performance at São Carlos, and that the entremez in excerpts or in its totality might 
have been performed at other times, venues and circumstances. 
 
 
 
 
Figure 36: Leal Moreira, A Saloia. Aria Eu pobre coitada from Vila Viçosa Palace archive. 
 
 
 
  
 
 
 
Figure 37: A and B - Aria Eu pobre coitada from LOC full score 
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Figure 38: Leal Moreira, A Saloia. Vila Viçosa’s version of the duet  
 
   
 
Figure 39: Leal Moreira, A Saloia. Library of Congress’s version of the duet         
              
 
There is another possible musical setting of the same farsa, composed and 
staged by Marcos Portugal in Rio de Janeiro in 1812 and called A Saloia Enamorada 
(with the subtle ortographic difference of Enamorada from the original Namorada 
from 1793). According to an unpublished article by David Cranmer, this work is cited 
in a manuscript catalogue written by Portugal in 1816 as having been composed in 
Brazil and performed at the Quinta da Boa Vista Palace.134 The same information is 
cited by Carvalhaes in his book Marcos Portugal na sua musica dramatica, published 
                                                
134 Marcos Portugal. “Relação das differentes peças de musica, que Marcos Portugal tem feito 
desde que S. A. R. o Principe R. N. S. houve por bem emprega-lo no seu Real Serviço [...]”, 
488. 
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in 1910 and most probably based on the same autograph list.135 Unfortunately besides 
this information, no other sources have been found for this production, whether 
musical score, parts or a libretto. 
 
 
                                                
135 Manoel Pereira Peixoto d’Almeida Carvalhaes, Marcos Portugal na sua musica dramatica, 
Historicas investigações (Lisboa: Typographia Castro Irmão, 1910, Supplement, 1916), 63. 
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3.2: Domingos Caldas Barbosa as a poet and libretist 
 The librettist of A Saloia Namorada remains a controversial, sometimes 
mythical, figure in the historiography of Brazilian poetry. Some authors tend to 
classify him as a poet of minor importance, who did not add anything to Brazilian 
literature. Others come to his defense, placing him as an original pioneer of an Afro-
Brazilian literature, especially in what are called his “popular” verses.  
   Regardless of the controversy over the quality of his production, we might 
start with the issue of the contradictory biographical information provided from the 
time of his first biographer the Canon Januário da Cunha Barbosa (1780 - 1846), 
passing through several other authors who have added or modified data concerning his 
place and date of birth, as well as information about his personal and professional life. 
His activity as poet and modinheiro (composer/player of the eighteenth-century Luso-
Brazilian urban song Modinha) has always been under discussion, with some 
researchers considering Caldas Barbosa as both the poet and music author of the song 
and others characterizing him only as a poet whose works were set to music by several 
different composers.  
It is not difficult to understand why in 1793 and 1794 Leal Moreira, as musical 
director of the Teatro de São Carlos, decided to set in music two libretti in Portuguese 
by Caldas Barbosa: A Saloia Namorada and A Vingança da Cigana. The poet’s 
presence became almost a necessity in all festivities and meetings of Lisbon’s 
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aristocracy and his qualities as improviser of poetry (with music or not) were highly 
regarded, building a strong reputation at the court.  
Caldas Barbosa’s Brazilian origin and the appeal of his modinhas might have 
added particular interest for inviting him to write a musical-dramatic work, despite his 
lack of experience in this specific genre.136 Caldas Barbosa’s production as a librettist 
or a play writer is, by far, the less know aspect of his work. Much more attention has 
been given to his poetry, especially works that show some elements of Brazilian or 
Afro-Brazilian aspects, but almost none to his theatrical production.  
The most recent information on his biographical data can be found in Manuel 
Morais’s book Domingos Caldas Barbosa Muzica Escolhida da Viola de Lereno 
(1799). According to Morais, the poet was born in Rio de Janeiro - Brazil between 
1738 and 1740 and died in Lisbon in November 9th 1800.137 Newly discovered 
documents presented by Morais attest that his mother was a black slave and his father 
was António Caldas Barbosa, a Treasurer of the Dead and Missing in Angola. Caldas 
Barbosa was a poet, had a sovereign's perpetual Benefit as a secular priest, Chaplain of 
Casa da Suplicação and may have received his baccalaureate at the University of 
Coimbra. Following some biographical information that the poet himself gave in his 
                                                
136 “A Portuguese and Brazilian sentimental art song cultivated in the 18th and 19th centuries 
(...). Particularly common in the 18th century were the modas a duo, for two sopranos, sung in 
parallel motion with harpsichord accompaniment and a possible doubling of the bass line by a 
low string instrument. In practice most printed modinhas in Portugal were accompanied by the 
guitar”. Gerard Béhague. "Modinha." In Grove Music Online. Oxford Music Online, (accessed 
December 28, 2011).  
137 Manuel Morais. Domingos Caldas Barbosa. Muzica Escolhida da Viola de Lereno (1799). 
(Lisboa: Editora Estar, 2003), 63. 
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poems and the three registrations at University of Coimbra, it could be confirmed that 
he was born in Rio de Janeiro.                  
Due to some misbehavior concerning his already satirical poetry, he was 
punished by being sent as a soldier to Sacramento (today in Uruguay, at the time 
considered South America’s “Ceuta” or “Gibraltar”), returning to Brazil only when the 
place was occupied by the Spanish in 1762. Before October 1st 1763 the poet was 
already established in Portugal according to his first registration in University of 
Coimbra, where stayed until at least 1768. In Portugal he became a protégé of the 
brothers José and Luís de Vasconcelos e Sousa, Count of Pombeiro and Marquis of 
Castelo Melhor, who introduced the Brazilian to the best of the Portuguese society of 
that time. His professional life in Portugal as a poet began most probably in 1775, 
when Caldas Barbosa published a group of odes and sonnets dedicated the 
inauguration of king D. José I’s equestrian statue. Possibly due to the quality of his 
poetry Caldas Barbosas was admitted to the Roman Arcadia around 1777 with the 
name of Lereno Selinuntino. In 1787 a permit from Queen D. Maria I granted him a 
Beneficio Simples as a secular priest. In 1790, under his Arcadian name, Caldas 
Barbosa founded in Lisbon the Nova Arcádia (New Arcadia), under the patronage of 
the Count of Pombeiros, with five other poets. Two of them, Manuel Maria Barbosa 
du Bocage and José Agostinho de Macedo, later became Caldas Barbosa’s declared 
enemies, directing satirical (sometimes rather offensive) poems at him, and these were 
some of the disagreements that led the end of the group’s activities in 1794. 
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However, what kept Caldas Barbosa production in the eyes of posterity was 
not his Arcadian poetry, but his modinhas, a Luso-Brazilian genre of urban song very 
popular in Portugal and Brazil in the last decades of the eighteenth century. The genre 
remained very active and important until the second half of the nineteenth century. 
The modinha can be defined as a very sentimental song that could be performed by a 
solo voice or by two or three voices with accompaniment of guitar, harspsichord or 
pianoforte. It can be recognized as a strong influence of the late eighteenth-century 
Neapolitan opera romanza or cavatina, however with some elements that foreign 
travelers identified at the time as typically Portuguese such as a melancholy tendency 
both in the melodies and in the texts. In addition, the modinha with Brazilian influence 
brought some syncopated rhytms that could be identified with some Afro-Brazilian 
dances: this is especially evident in sub-genres of the modinha such as the lundu, 
lundum or landum.138 
Most important in Caldas Barbosa’s output in the genre of the modinha was the 
publication in 1799 of a collection of songs titled Muzica Escolhida da Viola de 
Lereno. It was common at the time for renowed musicians to set lyrics of modinhas to 
music, and these songs would most often be published in a Jornal de Modinhas, a 
regular venture published in Lisbon from 1792 to 1796 by Pedro Marchal and 
Francisco Milcent that demonstrates the great success of the genre.  
                                                
138 Rui Vieira Nery, caderno de acompanhamento do CD Segréis de Lisboa “Música de Salão 
no tempo de D. Maria I. Modinhas, Cançonetas, Instrumentais”, Movieplay 3-11034, SPA 
1994.de Lisboa; idem, caderno de acompanhamento do CD Modinhas e Lunduns dos séculos 
XVIII e XIX, Movieplay 3-11042, 1997, pelos Segréis de Lisboa; Manuel Morais, Modinhas, 
lunduns e cançonetas (Séculos XVIII-XIX), Lisboa, Imprensa Nacional Casa da Moeda, 2000. 
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While the Jornal de Modinhas usually provided the names of both composer 
and poet, the collection Viola de Lereno published by Caldas Barbosa does not specify 
the author of the music. Researchers such as José Tinhorão have suggested that Caldas 
Barbosa was both poet and musician, as a song writer and singer of his own famous 
modinhas.139 However, one of the main issues considered by Morais is whether Caldas 
Barbosa would have been author of the music or was just responsible for the poetry for 
the Modinhas published in his collection in 1799.   Morais, in discordance with some 
other authors, insists that nothing can prove that Caldas Barbosa was a musician (and a 
composer as well), believing that the poet was only an improviser of spoken 
declamation. Morais also debates and reacts to the hypothesis, defended mostly by 
Brazilian authors, that Caldas Barbosa was the  one responsible for introducing the 
Modinha to the salons of Lisbon. He maintains that Caldas Barbosa was only one of 
one of the leading poets whose texts were set in music by the most important 
composers of Modinhas and Brazilian and Portuguese Lunduns during his time. 
 The evaluation of Caldas Barbosa’s work and his attitude as a Brazilian 
mulatto at the Portuguese court have always passed through two opposite ideological 
positions. Lúcia Helena Costigan, in her article “Domingos Caldas Barbosa (1740 - 
1800) A Precursor of Afro-Brazilian Literature” published in 2007 dealt with these 
issues, although not avoiding a certain amount of Brazilian patriotism in her defense of 
                                                
139 José Ramos Tinhorão, Domigos Caldas Barbosa: O Poeta da Viola, da Modinha e do Lundu 
(1740-1800), (São Paulo: Editora 34, 2004). 
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the poet. 140  The issue of race and racial attitude of submission of a Brazilian mulatto 
poet in a colonial context is also raised by Costigan, who seeks to justify Caldas 
Barbosa’s “Afro-Brazilian” gestures in the exoticism  and “popular” traits of some of 
his poetry, especially those that served as texts for the urban songs modinhas and 
lunduns,. Costigan quotes the literary critic José Veríssimo who interprets the poet as 
somebody who “spent most of his life in Portugal, as a protégé (sic), parasite, almost a 
servant of the Counts of Pombeiro, and a chaplain and mercenary poet of this noble 
and generous family. He has no superiority, thus he shall only have less worth than the 
many poets with whom he had a close association and whom he emulated,” makes 
moral judgments on Barbosa as a poet who “stoops to using indecorous or pretentious 
forms of popular verse,” describing his songs as “Sung with the accompaniment of the 
viola (guitar), such verses that had the swing and charm of the mulatto muse and the 
Brazilian sugary accent had in Portugal the stamp of the exotic, and they do not enrich 
Brazilian poetry”.141 Costigan criticizes Veríssimo’s point of view without 
contextualizing that these perspectives come from a text dated 1915, when it was 
understandable that authors such as Veríssimo were looking for nationalistic traits and 
resistance against the colonial system that saw Brazilian culture always as exotic and 
sensual – traits of resistance that were virtually impossible to find. Agreeing with 
some of Costigan’s points, it is possible to see that the real problem might lie not in 
Veríssimo’s ideas themselves, but in the way that they continued to be influential on 
                                                
140 Lúcia Helena Costigan, “Domingos Caldas Barbosa (1740-1800) A Precursor of Afro-
Brazilian Literature.” Lusophone African and Afro-Brazilian Literatures 38 (2007). 
141 Costigan, “Domingos Caldas Barbosa,” 173. 
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and repeated by later literary critics. Costigan says that Veríssimo “took into 
consideration only the intrinsic aesthetic values of the works that followed the 
European literary norms, he did not regard the verses of Caldas Barbosa, inspired by 
popular tradition, as a significant contribution to Brazilian literature”.142 Costigan then 
moves to some statements that that are difficult to discuss without partisanship. She 
claims that a “false perception of the eighteenth-century Brazilian poet has been 
gradually changing, as one can note in the observations of Tinhorão and Heitor 
Martins, both of whom view Caldas Barbosa in a very positive light and who detect in 
his verse not only “português africanizado” ‘Africanized Portuguese language’, but 
also “consciência negra” ‘black consciousness’.143 At this point, what Costigan 
defends as a “positive light” that some recent Brazilian authors have given to the 
works of Caldas Barbosa (especially the so-called “popular verse”), is as unreal and 
insubstantial as Veríssimo’s claims or views. In the same way that Caldas Barbosa 
could not have been a rebel against the colonial system, neither can it be proven 
whether or not he was a “parasite” of the Portuguese aristocracy. In the same way it is 
difficult to accept that there could have been any kind of “Black-consciousness” in the 
use of some colloquial or “Africanized Portuguese language” in a time when slavery 
was neither abolished nor truly questioned in the Portuguese empire, especially in 
Brazil. Both kinds of presumptions can be seen as just speculative and suffer the same 
lack of scientific impartiality. Both can be seen as over-nationalistic views that try to 
                                                
142 Costigan, “Domingos Caldas Barbosa,” 174. 
143 Martins, “Um primitivo documento inédito”, 121; Costigan, “Domingos Caldas Barbosa,” 
174. 
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justify the characteristics of Caldas Barbosa’s works using matters of nationality and 
race. However, while it is doubtful whether Caldas Barbosa was creating a conscious 
“manifesto”, it is very reasonable to suggest that the poems for the modinhas and 
lundus were the first instance of a Brazilian or Afro-Brazilian use of the Portuguese 
language in poetry, since they are full of terms used in Brazil that were of African 
origin.A testimony of António Ribeiro dos Santos (1745-1818) as quoted by Morais 
shows the love and hate emotions that Barbosa’s poetry aroused, along with an idea of 
Brazilian smoothness or sweetness that both poetry and music may suggest: 
[...] Young men and maidens sang love songs so explicit that I blushed of 
shame, as I felt suddenly finding myself in a brothel, or with women of bad 
reputation. [...] This is a general plague now after Caldas began to make use of 
his rhymes and to compose verse directed to women. I do not know a poet 
more harmful to the private education, and public,t han this troubadour of 
Venus and Cupid: the nonsense of love, the tenderness of Brazil and in general 
the American smoothness [...] enchant with their poisonous filters the 
imagination of young men and the ladies’s heart; I admire the ease of his poetic 
vein, the richness of his inventions, the variety of motifs that he takes for his 
songs [...] but hate the subjects, and more the way he treats them. 144 
 
Caldas Barbosa’s alleged originality came from his unique use of new terms 
and unusual vocabulary brought from Brazil that was widely present through his 
poetry, even if not always well accepted in the circles of the Portuguese aristocracy. 
                                                
144 Morais, Domingos Caldas Barbosa, 71 “[...] cantáraõ mancebos, e donzellas cantigas de 
amor tão descompostas, que coréi de pejo, como se me achasse de repente em burdeis, ou com 
mulheres de ma fazenda. [...] Esta praga he hoje geral, depois que o Caldas começou a pôr em 
uzo os seus rimances, e de versejar para as mulheres: eu naõ conheço um poeta mais 
prejudicial á educação particular, e publica, do que este trovador de Venus, e de Cupido; a 
tafularia do amor, a meiguice do Brazil e em geral a molleza Americana, que faz o caracter das 
suas trovas, respiraõ os ares voluptuosos de Paphos, e de Cythera, e encantaõ com venenosos 
filtros a fantasia dos moços e o coração das Damas; eu admiro a facilidade da sua veia, a 
riqueza de suas invenções, a variadade dos motivos, que toma para os seus cantos [...]; mas 
detesto o assunpto, e mais ainda a maneira, porque elle o trata.” 
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Apart from any prejudice, or even intrinsic formal literary qualities of his work, 
Caldas Barbosa indeed worked in a new field with his poetry. The new aspect was not 
that of writing in popular and sometimes lascivious or low poetry, but to have bring it 
through the texts of his songs that invaded the conservative Portuguese salons. It was 
the beginning of a process that might have achieved its goals in the musical theater 
with the two works with Leal Moreira.  
 The only author who has considered Caldas Barbosa’s theatrical texts is José 
Ramos Tinhorão in his book Domigos Caldas Barbosa: O Poeta da Viola, da 
Modinha e do Lundu (1740-1800), and most of his information and conclusions are 
inaccurate and to some degree speculative.145 Three aspects are most significant. The 
first one is that A Saloia Namorada (1793) and A Vingança da Cigana (1794) are the 
only texts whose authorship can be truly confirmed to Caldas Barbosa. There are a 
couple of texts misattributed to him, the first a translation of the Italian text of I 
viaggiatori felici to a Portuguese version Os viajantes ditozos set in music by Marcos 
Portugal for the Teatro do Salitre in 1790, the second a possible version in Portuguese 
of “La scuola di gelosi”.  
The first experience of Caldas Barbosa as a "composer" of theater was 
episodic, occurring, by the way, in the same year of creation of the Academy 
of Fine Arts, the New Arcadia. [...] This first dramatic experiment of the 
Brazilian poet - the two acts drama in verse Os viajantes ditosos, did not bear, 
significantly, his signature.146  
                                                
145 Tinhorão, Domigos Caldas Barbosa, 127. 
146 Tinhorão, Domigos Caldas Barbosa, 130. “A primeira experiência de Caldas Barbosa como 
“compositor” de teatro foi episódica, e aconteceu por sinal no mesmo ano da criação da 
Academia de Belas Letras, a Nova Arcádia. [...] esse primeiro experimento dramático do poeta 
brasileiro - o drama jocoso em dois atos Os Viajantes ditosos,em versos - não trazia, muito 
significativamente, a sua assinatura.”  
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    The extant manuscript version and the period edition of Os viajantes ditozos 
can be found at Portugal National Library, but they do not carry any information 
concerning its author. Tinhorão does not present any documentary source that could 
prove that this work or “La scuola di gelosi” were the work of Caldas Barbosas works.  
 Tinhorão insists on the nationalistic and speculative idea that Caldas Barbosa 
felt compelled to write Arcadian or “European style” poetry or theatrical rules because 
of pressure from his patrons or environment, abdicating his “natural” freedom or 
“popular Brazilian” style:  
Even if the chosen form for these theatrical works were that of thelittle “comic 
plays” in the style of entremeses, the fact of these texts were commissioned by 
people connected to Teatro Real de São Carlos, and performed by the theater’s 
“partners of the Italian Company” surely forced Caldas Barbosa to take into 
account the conveniences of this audience, who knows how many times in 
expense of the freedom to which his popular side might have led him.147 
 
 
 We have already considered that instead of accepting damaging concessions to 
formal aristocratic poetry, Caldas Barbosa developed his style in accordance with what 
could be done by an artist at his time, also inserting into high society his tropical 
“smoothness,” something that could not have been achieved in previous generations. 
 However, the third, and perhaps most important aspect, is that Tinhorão treated 
Caldas Barbosa as both the librettist and composer of the music for A Saloia 
                                                
147 Tinhorão, Domigos Caldas Barbosa, 132. “Embora a forma escolhida para essas obras 
teatrais fosse a das pequenas “peças cômicas” no estilo dos entremeses, o fato de os textos 
resultarem sempre de encomendas de gente ligada ao Teatro Real de São Carlos, e 
representados por “sócios da Companhia Italiana” da mesma casa, obrigaria por certo Caldas 
Barbosa a levar em conta as conveniências de tal público, quem sabe quantas vezes em 
prejuízo de liberdades a que seu lado popular pudesse conduzir”. 
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Namorada and A Vingança da Cigana, or as the author of melodies that would be 
arranged by the formal composers. 
 
The resulting ambiguity of such a position [of being a librettist for the Royal 
theater] would anyway appear clearly in the musical parts of his sung 
compositions, once what the “composer” wrote for his characters to perform, 
passed by the sieve of the arrangements (or even creation of the melodies) by 
the theater scholar ‘maestros’, such as Leal Moreira and Marcos Portugal.148 
 
   
Tinhorão clearly suggests the music could have been composed by Caldas 
Barbosa and “arranged” by Leal Moreira, or directly composed by the Portuguese 
composer,  which would have “damaged” the purity of “Brazilian true expression” as 
might imagined by the poet or song-writer that Tinhorão assumes he could have been. 
This kind of over-nationalist statement could have being excused concerning A Saloia 
Namorada, for which the musical score was considered lost until this present 
dissertation, however, the music for A Vingança da Cigana is preserved in a 
manuscript authograph by Leal Moreira. Certainly it is possible that, for example, 
Caldas Barbosa could have suggested a melody for the modinha inserted in the work. 
However, what is evident is that the whole shape of the theatrical work shows the craft 
of an experienced opera composer rather then being a mix of suggested disconnected 
song melodies. 
                                                
148 Tinhorão, Domigos Caldas Barbosa, 132. “A ambiguidade resultante de tal posição ia de 
qualquer forma aparecer de maneira clara na parte musical de suas composições cantadas em 
cena, pois o que o “compositor” escrevia para seus personagens interpretarem, passava pelo 
crivo dos arranjos (ou até criação das próprias melodias) dos maestros de escola de teatro, 
como Leal Moreira e Marcos Portugal”. 
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3.3: Analytical approach of A Saloia Namorada 
3.3.1: Discussing the genre of A Saloia 
 
 
                                         
Figure 40: Title page of the libretto of A Saloia Namorada, edited in Lisbon in 1793. 
 
 
 
 
            Our study of A Saloia Namorada begins with a discussion about the 
specificities and possible placement of its musico-theatrical genre. The genres, or sub-
genres, of comic musical theater present in Portugal in the late eighteenth century, 
besides the two-act Italian comic opera, were the entremez, the farsa and more rarely, 
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the intermezzo.149 As local production, the entremezes were predominant, and 
represented the musical theater created for a Portuguese audience.  
 In the eighteenth century, entremezes — based on the Spanish seventeenth-
century entremes —were short comedies held in public venues that could be entirely 
spoken theater or contain some musical numbers. David Cranmer’s study of the 
Portuguese entremezes of the second half of the eighteenth century Music and the 
‘Teatro de Cordel’: In Search of a Paradigm, as well as the same author’s “La 
musique dans les entremezes et farças de la tradition luso-brésilienne du période 
coloniale,” provide fundamental and specific information on the definition of general 
rules that could be applied to identify a work as belonging to the genre.150 The theater 
historian Oliveira Barata, in his História do Teatro em Portugal (séc. XVIII), 
discussing the Operas of António José da Silva (O Judeu) performed in Lisbon in the 
1730s, finds similarities between Italianization in Portuguese popular theatrical 
productions and those which occurred in Spain in the same period.151 However, it is 
important to note that both in the “operas” of António José da Silva, O Judeu (with 
music in the Italian baroque style by Antonio Teixeira) and in A Saloia Namorada 
(where Leal Moreira already follows late eighteenth-century models), we are dealing 
                                                
149 There are a few Italian intermezzi at the opera collection of Palacio da Ajuda library, which 
does means that those works were actually performed. However, they can be seen as having 
provided models for the composers related to the Royal Family, such as Leal Moreira. 
150 David Cranmer, “Music and the ‘Teatro de Cordel’: In Search of a Paradigm.”, extract 
from Portuguese Studies (24), Maney Publishing, 2008; David Cranmer “La musique dans les 
entremezes et farças de la tradition luso-brésilienne du période coloniale.”  Unpublished 
article, 2011. 
151 José Oliveira Barata, História do Teatro em Portugal (Séc. XVIII) - António José da Silva 
da Silva (O Judeu) no Palco Joanino (Lisboa: Difusão Cultural S.A., 1998), 137. 
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with different kinds of works than those directly imported from Italy (like the 
intermezzi or opere buffe), or directly translated to Portuguese from Italian works 
(such as the Italian farse or burlescas). 
 Musically the entremes was a genre formed by the mixing of the newly arrived 
Italian intermezzi, which featured specific musical structures and language, with the 
theatrical structures and conventions of the text of Portuguese comedies. The music 
was in some cases especially composed for the work, in others was  borrowed from 
other sources and adapted to the text and plot, also called musica contrafacta. By the 
mid 1700s the use of Italian musical features in Iberian theater was something already 
well established and accepted by the composers and the audience. The music of the 
entremezes could have been in the Italian model, with da capo arias and some other 
new musical resources, but the concept of the spectacle as a whole was Iberian, or 
rather Portuguese.  
 Printed entremezes consisted of no more than sixteen pages, to fit in the four 
folio printing limit.  They also tended to end with a baile or pancadas (either with 
music or with a fight) as seen for example in the entremés Del ahorcado fingido, by 
Manuel Coelho Rebelo, published in Spanish (Lisbon, 1695) in the Musa Entretenida 
de Varios Entremes as cited by Cranmer.152 According to Carlos Nogueira, the 
entremez was generally a short single-act play that explored the multiform common 
situations of real life, with some comical-satyrical accuracy. Each character was 
                                                
152 Cranmer, “Music and the ‘Teatro de Cordel’,” 2. 
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represented according to stereotypes and different uses of language that created the 
comical plots.153  
 According to Cranmer, who examines the texts of nine entremezes published in 
1769, seven of them end “às pancadas” (fight or confusion), but none of them end with 
a dance or any kind of musical number. However, from the 1770 into the 1780s more 
musical numbers were inserted in the entremezes, with some examples of musical 
numbers as openings and endings with character ensembles. Spoken dialogues were 
intersected by a sequence of arias and duos. Since almost none of music of these 
works is extant, this information is obtained from the librettos.Cranmer also states that 
there are a few cases from 1773 and also later in 1792 that prove that there was no 
terminological difference between entremez and farça (spelled with a Ç and not an S 
like in the Italian version). In the 1792 edition of A defeza das madamas á favor das 
suas modas, em que deixaõ convencida a paraltisse dos homens, the genre is defined 
as Gracioza, e divertida farça, ou [...] novo entremez, which reinforces the idea that 
the terms might have been understood as synonyms. Over twenty years the term farça 
slowly replaced entremez. Confirming this statement Cranmer also observes that in a 
manuscript collection of copies of entremezes made by Alexandre Jozé Victor da 
Costa Sequeira dating from 1817 (most of them copies of works rom the two previous 
decades), these same works are called farças even though other sources refers to the 
                                                
153 Carlos Nogueira, O Essencial Sobre a Literatura de Cordel Portuguesa (Lisboa: Imprensa 
Nacional- Casa da Moeda, 2004), 69.  
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same works as entremezes.154 Because of this terminological ambiguity, in this 
research we chose to keep the speling of farça to designate these works that can be 
seen as adapting features from the Italian farse into works “in the Portuguese manner”.  
 Some foreign travelers testified about this Portuguese form semi-sung drama. 
Brito quotes the French general Dumouriez, writing in 1766, “that the Portuguese 
theatre was even worse than the Spanish, and that only the burlesque genre was 
cultivated with sucess. The actors were bad, but well dressed. On the other hand the 
balli and the music were excellent, and provided good intermèdes in the two Lisbon 
theatres, where very good Italian operas were also performed”.155 Dumouriez 
criticized the Portuguese entremez as he did the Spanish. However, despite his 
criticism of the genre and its staging or dramatic features, he admitted that the quality 
of the production and performers was good.   
Another example is the information found in The Travels fo the Duke of 
Chetelet, probably written in the early year of Maria I’s reign, which stated that 
the Portuguese theatre was beneath criticism. It lacked both plays and actors. 
These last, however, sang and danced very gracefully. Short Portuguese plays, 
known by the name of intermèdes (entremezes), were very good. The music in 
them was indeed very good and in excellent taste, but the acting was 
wretched.156 
 
Concerning the above criticisms Brito notes that the French in this period had a 
generally negative attitude regarding any dramatic works that did not conform to the 
classical rules. Even if we discount a certain amount of prejudice which is common to 
many negative criticisms of the country voiced by foreign visitors in the eighteenth 
                                                
154 David Cranmer. Unpublished article “La musique dans les entremezes et farças de la 
tradition luso-brésilienne du période coloniale”, 2011  
155 Brito, Opera in Portugal, 80. 
156 Brito, Opera in Portugal, 81. 
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century, the picture they paint is probably true enough. It is confirmed by the 
unsuccessful efforts of Portuguese dramatists and intelectuals to the reform the theatre. 
This was one of the avowed aims of the Arcadia Lusitana, which was created in 
1756.157 
 However, not all works composed in Portuguese in the late eighteenth century 
can be classified as entremezes. A question of genres and forms arises when other 
works, because of stylistic proximity, could be confused with an entremez. Alongside 
with the substantial production of original theatrical texts, with or without musical 
insertion, there were translations of Italian comic works into the Portuguese language, 
especially those performed from the 1770s and later. Sometimes, rather than just 
simple translations, the works could undergo some textual and musical adaptations, 
such as the addition of extra characters (especially the graciosos) to works based on 
serious subjects, and musical adaptation to the taste of Portuguese performers and 
audiences.  
 Italian comic opera was taken as the most sophisticated operatic spectacle in 
the Portuguese musical environment and no organized movement to a creation of a 
national opera or approach can be recognized. However, a single true manifesto 
defending the use of Portuguese language in musical-theatrical productions can be 
found in the preface to the libretto for the drama jocozo em musica ‘Os Viajantes 
Ditosos’, composed by Marcos Portugal to a translated Italian text in 1790 for the 
Teatro do Salitre. The text extols Portuguese composers of that generation as already 
                                                
157 Brito, Opera in Portugal, 81. 
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well prepared individuals who left the Seminário da Patriarcal competent enough to be 
compared to the great Italian masters of the time.  
And now that we can happily see among us a Seminary like ours, established 
and supported by our High Sovereigns, from where come geniuses whose 
talent is capable to compare equally with Jomeli (sic), with Peres (sic), with 
Paisielo (sic), with Cimarosa, and with all the good Italians, why should we 
leave them [our composers] unoccupied and losing the fame that they can grant 
to their fellow Portuguese? And why, if having of our own shall we have 
always to  beg favors of foreigners? 
 
 The text also advocates for no shame in the use of the Portuguese language in 
opera, and how the audience could enjoy more and be more involved with musical 
theater in their own language.  
 
Even more, since now we can see that our language is capable of being put in 
musical harmonies by the experts in the art? Adding to this the fact that 
through our language the understanding and enjoyment by our audiences is 
increased.” (Anonymous preface to the libretto of Os Viajantes Ditozos, 
1790).158 
 
 Although they never surpassed Italian operas in matter of importance and 
status, works in Portuguese language, with Portuguese singers-actors, remained a 
                                                
158 Libretto of Os Viajantes Ditosos, Biblioteca Nacional de Portugal “Porém agora que vemos 
entre nós felizmente estabelecido, e patrocinado pelos Nosso Augustissimos Soberanos hum 
Seminario destes, de onde sahem aproveitados genios, e talentos capazes e emparelhar com 
Jomeli, com Peres, com Paesielo, com Cimarosa, e com todos os bons Italianos, porque os 
deixariamos em ócio perder a fama que elles podem ganhar para os seus Portuguezes. E 
porque tendo de nosso para nos deleitarmos, hiremos sempre mendigar hum favor estrangeiro? 
E muito mais vendo com o exemplo, que a nossa mesma Linguagem não resiste a arte do 
perito, que cuide em a pôr nas regras da harmonia Musical? Accresce a isto a razão de 
attendermos a que a nossa Linguagem se faz mais geral a instrucção, e mais proporcionado o 
divertimento para os nossos Patricios ouvintes”. 
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significant part of the repertory of the São Carlos theater at least until its closure in 
1828, when another stylistic and historical phase began.159 
 Among the main genres of short Italian comic opera, the intermezzo and farsa 
are those that could be compared to the Portuguese models of musical theater. The 
Italian intermezzo could be understood as a miniature of the comic opera in Italian, 
involving two characters (rarely three or more) and performed in parts in between acts 
of opera seria performances. The usual characters were an old man and a smart 
servant girl or a widow who uses all tricks to persuade the male partner to fall in love, 
unconsciously obey her, or convince him to marry. The structure of these short pieces 
was almost as rigid as their counterpart opera seria. Each character has one or two 
arias, and both join in a final duet, all separated by secco recitatives.  In the second 
half of the eighteenth century, however, composers such as Rinaldo di Capua, Niccolò 
Piccinni and Baldassare Galuppi wrote intermezzos, or one-act farsette (as they were 
often called) to be played between the acts of Italian spoken plays. These might feature 
casts up to seven, allowing large-scale ensembles and concerted finales that make 
these works differ only in length and function from the contemporary opere buffe.160 
 As a genre stylistically between of the two-acts comic opera and the 
intermezzo, a new comic genre was developed in the early 1790s and continued 
through the early years of the new century: the farsa. Marcos Portugal, known as 
“Portogallo” during his time in Italy and thereafter, was one of the most representative 
                                                
159 Benevides, O Real Theatro de S. Carlos de Lisboa, 63. 
160 Charles E. Troy and Piero Weiss. "Intermezzo." In The New Grove Dictionary of Opera, 
edited by Stanley Sadie. Grove Music Online. Oxford Music Online, (accessed August 4, 
2011). 
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composers of this type of work.  According to David Bryant, “the internal structure of 
the farsa frequently takes as its model the two-act dramma giocoso per musica, with a 
reduction in the number and length of the recitatives and the number of closed-form 
pieces: typical, halfway through the farsa, is the appearance of a concertato piece 
whose function is largely similar to the ensemble finale in Act 1 of a dramma 
giocoso”.161 Bryant describes how difficult is to define more accurate formal 
definitions of the Italian farse of the 1790s, the goal of which was pleasing the 
audience, following the flow of the text rather than adhering to fixed dramatic and 
musical structures.This lack of an established or defined formal organization, subject, 
and meaning are inherent characteristics of the Italian farse according to Piazza’s 
definition: 
The repertory of the musical farse, typical of the end of the eighteenth  century,  
is indefinable since it comprises a rich and diversified typology in  subject, 
function, origins (theatrical or not), treatments and meanings. “The objective of 
the farsa” attests Giovanni Piazza in vol. IX of “Terza raccolta di scenici 
componimenti applauditi” (1808), “ is only that of pleasing, and to obtain this 
it is permitted to use anything, however extravagant and unusual; which is not 
permitted” for example,  “in good comedy”. “The story and the action can be 
trivial, and likewise the dialogs lowly and the characters lower-class.162 
 
                                                
161 David Bryant. "Farsa." In Grove Music Online. Oxford Music Online, (August September 4, 
2011).  
162 David Bryant, “La Farsa Musicale: Coordinate per la Storia di un Genere Non-Genere” in 
I Vicini di Mozart II - La Farsa Musicale Veneziana (1750 - 1810), a cura di David Bryant 
(Firenze: Leo S. Olschki Editore, 1989), 431. Repertorio, quello della farsa musicale del fine 
Settecento, stranamente indefinibile, che racchiude nel proprio seno una tipologia ricca e 
diversificata tanto di soggetti, quanto di funzioni, di ascendenti (teatrali o altri), di trattamenti, 
di significati. “L’oggetto della farsa”, afferma Giovanni Piazza nel vol. IX della “Terza 
raccolta di scenici componimenti applauditi” (1808), “è sol di piacere, e per ottenere questo 
scopo è permesso di usare ogni cosa, anche stravagante e inusitata; lo che non viene. 
accordato”, per esempio, “alla buona commedia”. “La favola e l’azione possono essere triviali, 
e quindi il dialogo basso, ed i personaggi di ordine inferiore” 
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 Some of Marcos Portugal’s farse composed in Italy in the late 1790s, such as 
O Basculho de Chaminé (1794), were translated into Portuguese and were performed 
in Portugal (and probably also in Brazil). These works had spoken dialogues in the 
place of the sung recitatives, a procedure that made these works resemble something 
between the Italian farsa and the Portuguese entremez, with a result similar  (but not 
identical) to that achieved by A Saloia and A Vingança a few years before. 
 
3.3.2: The Teatro São Carlos and the circumstances of A Saloia 
Even before discussing the specific musical and theatrical specificities of A 
Saloia Namorada and its classification into pre-determined genres, it is important to 
understand the circumstances for which this work was written. Before the building of 
Teatro de São Carlos in 1793, the Teatro do Salitre and Teatro da Rua dos Condes 
were the two main public theaters in Lisbon in the late eighteenth century. Both 
venues hosted entremezes, allegorical elogios and serious dramas adapted to “the 
Portuguese taste” or fashion. However, with the declared madness and impeachment 
of Queen Maria I the court opera had come to an end. A transitory time characterized 
by the regency of Prince João raised a need for a venue that could offer a more proper 
public entertainment in Lisbon, with safer facilities in accordance with similar theaters 
in other European capitals. We should remember that both the Teatro do Salitre and 
the theater in Rua dos Condes were already outdated in matters of structural safety and 
the fear of a tragedy because of lack of safety, such as the one that took place in 
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Saragoza not a long time before, when six hundred people died in the city theater’s 
fire, was still very much alive. 
Thus, the construction of the Teatro de São Carlos, or “Teatro da Princesa” 
(The Princess’s theater), in homage to the Princess Carlota Joaquina, began on 8 
December 1792, by the initiative of Pina Manique, the Intendent General of Police. 
The enterprise was financed by a group of Lisbon capitalists: Joaquim Pedro Quintela, 
who gave the grounds, Anselmo José da Cruz Sobral (for whose Palace Leal Moreira 
wrote the serenata Il natale augusto in 1793), Jacinto Fernandes Bandeira, António 
Franscisco Machado, João Pereira Caldas and João Ferreira Sola. The architectural 
plan, by José da Costa e Silva, followed that of the S. Carlo Theatre in Naples. The 
theater was named São Carlos in honor of Princess Carlota Joaquina, and incorporated 
in the property of the Casa Pia, a charitable institution directed by Pina Manique.163 
 When the São Carlos theater was finally ready to open in 1793, the 
impresarios Francesco Antonio Lodi and Andrea Lenzi were called to manage the 
royal theater and invited Leal Moreira as its music director. However, the opera 
company was a different one from the previous troupe at Rua dos Condes, with singers 
hired especially for this new enterprise. From this time until the end of the century the 
São Carlos was the only opera house in Lisbon, operating during most of the year, 
excepting Lent.164   
                                                
163 Brito, Opera in Portugal, 100.; Cranmer, Opera in Portugal, 16. 
164 Brito, Opera in Portugal, 110. 
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The São Carlos was finally inaugurated on 30 June 1793 with an adaptation 
from the original three-acts to a two-acts version of La Ballerina Amante by Cimarosa. 
The musical direction was by Leal Moreira and the composer remained at this 
privileged position until 1799. During this period, Lodi and Lenzi followed the 
tradition of Rua dos Condes, having almost exclusively comic operas performed at the 
new theater. The procedure of adapting three-act comical operas to two-acts versions 
was the rule at São Carlos, and created idiosyncratic versions of several operatic 
titles.165 During the first years of São Carlos, the repertory for this theater was mainly 
of two-acts Italian comic operas in an interesting mixture with benefit nights for 
particular artists and as well laudatory works for the Prince and the Royal Family. 
        In the year of the foundation of São Carlos, the company was formed by a new 
set of male-only singers, in accordance to the Queen’s prohibition against having 
female singers on stage. The company featured the castrati Domingos Caporalini and 
Natale Rossi (prime donne buffe), Michele Cavanna (prima donna seria), Carlos 
Onesti and Pasquale Rossetti (seconde donne buffe), Paolo Boscoli and Loreto Olivieri 
(seconde donne serie). The other main singers were Francesco Marchesi (primo buffo 
assoluto), Pietro Guariglia and Michele Schira (primo mezzo carattere), and as well 
Francesco Franchi and Pietro Jobit. The ballet was performed by male dancers only, 
some of them dressed as women.166  
                                                
165 Cranmer, Opera in Portugal, 20. 
166 Benevides, O Real Theatro de S. Carlos, 43. 
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         Domenico Caporalini was a castrato of Roman nationality specially hired to be 
the prima donna seria for the opening of São Carlos in 1793.167 According to Cranmer 
in Opera in Portugal, his last production before coming to Portugal took place in 
Rome in December 1792 in Rutini’s Amor vuol gioventù.168 Caporalini remained as 
the most important singer in the comic genre in Lisbon until at least 1799. According 
to Benevides, he was famous for his agility, vocal extension, and pleasant voice. He 
became popular through his performance of Paisiello’s aria Nel cor più non mi sento 
from the opera La Molinara. After six years of activities as a singer, Caporalini 
became also an impresario in Lisbon in partnership with other castrato Girolamo 
Crescentini.169  
           Almost no information is available about Michele Cavanna. We only know that 
he was from Montasola, in the Papal States. Cavanna was recruited to come to Lisbon 
to work as prima donna seria and for serious roles in opere buffe. Jointly with 
Caporalini, Cavanna was hired for the opening of São Carlos in 30 June 1793 to 
perform in Cimarosa’s La ballerina amante. His last production before coming to 
Portugal was in Modena, at the Teatro Rangone on 26 December 1792, in Angelo 
Tarchi’s Ezio.170 
           Francesco Marchesi, a singer from Bologna who remained as the primo buffo 
assoluto during Leal Moreira’s period, except for a hiatus during 1795 and 1796, when 
                                                
167 Cranmer, Opera in Portugal, 383. 
168 Cranmer, Opera in Portugal, 363. 
169 Benevides, O Real Theatro de S. Carlos de Lisboa, 40. 
170 Cranmer, Opera in Portugal, 391. 
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he was singing in Madrid.171 His last production before coming to Lisbon was in 
Livorno at Teatro Avvalorati, performing Pietro Antonio Guglielmi’s La virtuosa in 
Mergelina. It is possible to conclude that, while he was not one of the beneficiaries of 
the performance, Marchesi had to have an important musical and dramatic part due to 
his position and abilities, balancing the participation of the two female roles performed 
by Caporalini and Cavanna, with a substantial male buffo role.  
            Paolo Boscoli had newly arrived in Lisbon as well. In 1792 Boscoli had also 
been in Livorno performing four operas with Marchesi, including Guglielmi’s La 
virtuosa in Mergelina. 
            In the first two years of São Carlos both A Saloia Namorada (1793) and A 
Vingança da Cigana (in the following year) were written to be staged in the context of 
benefit performances for the main singers of the Italian company formed for the São 
Carlos. These one-act works were the main attraction for these benefit evenings, 
which included a compelling mix of different works and genres. The specific 
circumstances around the benefit performance of A Saloia Namorada suggest that 
other works could have been part of a mixed spectacle that had the goal of entertaining 
the audience by highlighting the talents of the “beneficiaries”, in this case Caporalini 
and Cavanna. 
           Although present on the English stage already in the seventeenth century, the 
practice of benefits (bénéfice or serata di beneficio) only became common in France 
                                                
171 Cranmer, Opera in Portugal, 23. 
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and Italy towards the end of the eighteenth century.172 Performances for which the 
proceeds were given in whole or part to one or more members of the cast or company 
were not an unusual practice in the theaters in the last decade of the eighteenth 
century, both in Portugal and Brazil. Unfortunately there is no study, nor extant 
documentary evidence, available about the benefits at Teatro São Carlos concerning 
the proper nature and length of these evenings. What is possible to conclude is that the 
program was normally chosen by the beneficiary in such a way as to attract wealthy 
patrons to help to support further productions.  A further goal  in the case of A Saloia 
seems to have been to provide thanks for the patronage that made possible the hiring 
of Caporalini and Cavanna for São Carlos.  
           According to Cranmer’s latest findings, another work that might have been part 
of the same benefit night of A Saloia once has a printed libreto showing the same date 
for both performances. According to Cranmer, this work might have been never set 
into music and performed, since it could have been simply a textual parody of A Saloia 
presented as the farsa jocosa titled Amor, e Gratidão.173 Of this very short work only 
the libretto is extant and the author is identified only as “Hum seu apaixonado” (a 
passionate fan).174 
 
                                                
172 Richard Macnutt. "Benefit." In The New Grove Dictionary of Opera, edited by Stanley 
Sadie. Grove Music Online. Oxford Music Online, (accessed September 12, 2011). 
173 Amor e Gratidão might as well have been performed at an earlier and different benefit 
occasion for the same two singers in the same year of 1793, about which no further 
information is extant. 
174 According to David Cranmer’s last findings [Unknown author], Amor e Gratidão.  Libretti 
Collezione Carvalhaes n. 775. Biblioteca Musicale Santa Cecilia. Roma. 
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Para o Beneficio/ dos virtuozos de muzica/ Domenico Caporalini/ e /  Michelle 
Chavanna,/ Hum seu apaixonado/ a/fez/ por obsequio/ a nova  farsa jocoza/ 
para se cantar no Real Theatro/ De S. Carlos,/intitulada:/ Amor, e Gratidaõ./ 
Lisboa,/ Na Offic. de José de Aquino Bulhoens.-Anno de 1793./ Com licensa da  
Real Meza da Comissaõ Geral sobre o Exame, e Censura do Livros. 
  
           This is a very short theatrical text with four characters: Laureana - lover, and 
Roberto’s wife; Roberto; Malandrina - lover, and Mengôtto’s wife: Mengôtto.175 There 
are only six identified musical numbers: three duets, an aria, a cavatina and a shot 
finale. The work shows are some thematic connections with A Saloia Namorada, in a 
possible parody of that work. There are similar or caricatured characters identified as 
saloios (or in saloio’s dress), the aria for Roberto that mentions the sound of a 
“zabumba” that “retumba” (which we will also see in Alonso’s aria in A Saloia), and a 
situation in which Lauriana sings a pregão to sell onions (instead of olives) on the 
market square. Besides these similarities, the poetic writing style is truly different 
from that of Caldas Barbosa both in A Saloia and in the A Vingança da Cigana. In 
Amor e Gratidão the couple Malandrina and Mengôtto mainly speak and sing in 
Italian, most probably mocking the difficulties that the company of Italian singers had 
on staging A Saloia Namorada. At the same time, this effect creates an interesting 
bilingual interaction between the characters when the language arrives in a mix of 
Italian and Portuguese; this relates  to a use of a kind of “lingua franca” mixture of the 
two languages that is referred by the English traveler William Beckford as usual in the 
Lisbon court due to the large number of Italian singers and instrumentalists in the 
                                                
175 “Laureana - amante, e espoza de Roberto. Roberto. Malandrina, amante e expoza de 
Mengôtto. Mengôtto”. 
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city.176 A similar procedure was used by Caldas Barbosa in the following year in A 
Vingança da Cigana, with the character Monsieur Pierre, a Parisian coiffeur working 
in Lisbon who speaks and sings in a mix of French, Italian, and Portuguese languages. 
           Concerning benefit spectacles in the Luso-Brazilian context there are a couple 
of interesting examples from opera houses in Porto Alegre, Brazil in 1796 and 1805, 
first published by Athos Damasceno and discussed by Rosana Marreco Brescia in her 
dissertation “C’est là que l’on joue la comédie: les Casas da Ópera en Amérique 
Portugaise (1719 - 1819),” which touches on several aspects concerning the 
professional relationship between the singers-actors (cômicos) and the impresarios that 
owned or ran the opera theaters.177 Apart from the obligations that the singer-actor 
accepted to fulfill (including to rehearse, to prepare, and to obey good or bad scenic or 
musical direction) for their monthly income, these contracts allow the singers-actor to 
have the right of a benefit evening each year for their own profit. Curiously, as a 
counterpart, they were also obliged to participate in a benefit evening for the profit of 
the opera house at no charge or extra gain. 178 However, although it is possible that 
singers in Lisbon were obliged to terms similar to those undertaken by the Brazilian 
singer-actors, unfortunately to this point no specific contracts have been found 
                                                
176 William Beckford, The Journal of William Beckford in Portugal and Spain 1787 - 1788 
(London: Rupert Hart-Davis, 1954), 397. 
177 Rosana de Moraes Marreco Orsini Brescia, “C’est là que l’on joue la comédie: les Casas da 
Ópera en Amérique Portugaise (1719 - 1819).” (Ph.D. diss., Universite Paris IV - Sorbonne, 
2011). 
178 Athos Damasceno, Palco Salão e Picadeiro em Porto Alegre no Século XIX (Rio de  
Janeiro: Porto Alegre et São Paulo, 1956), 4-8 apud Rosana de Moraes Marreco Orsini 
Brescia, “C’est là que l’on joue la comédie,” 246 - 248 and 645 - 649. 
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concerning benefits at São Carlos in the last decade of the 1700s, not allowing us to 
certify this possibility. 
           Our attention will be focused in A Saloia Namorada, the first work composed 
by Leal Moreira while director of São Carlos. After discussing the compositional 
processes and structures of Leal Moreira’s serenatas, in accordance with the libretti by 
Martinelli, it is possible take a similar approach to A Saloia Namorada through its 
libretto and music. It is interesting to notice that differently from the regular 
entremezes, composed for public theaters of popular taste and lower classes audiences, 
this is a work in the tradition of the entremezes that was brought to te context of a 
royal theater.  
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3.3.3: Plot and general information 
           The libretto of A Saloia Namorada, as printed by Simão Tadeu Ferreira , gives 
the information concerning title and dedicatory of the work, characters and 
performers, librettist and composer’s name.179 
 
A Saloia namorada, /ou / o Remedio he casar: / pequena farça dragmatica / que 
em sinal da sua gratidão / ao obsequio / dos / generosos senhores portuguezes, / 
offerece, e dedica / no dia de seu beneficio / Domingos Caporalini, / e / Miguel 
Cavanna, / representada por elles, e outros socios / da Companhia Italiana / no 
Theatro de S. Carlos / anno de 1793. // Lisboa. MDCCXIII (sic). / Na offic. de 
Simão Thaddeo Ferreira. 
 
The Saloin girl in love, /or / The Remedy is to marry: / small dramatic farça / 
that as sign of his gratitute / of the obsequio / of / the generous Portuguese 
gentlemen, / offers and dedicate / on the day of his benefit / Domingos 
Caporalini / and / Miguel Cavanna / staged by them and other partners / of the 
Italian Company / at the Theatro S. Carlos / year of 1793, // Lisboa. 
MDCCXIII (sic). / From the workshop of Simão Thaddeo Ferreira. 
 
INTERLOCUTORES. // ALBINA, Saloia namorada de Alonso / O Senhor 
Domingos Caporalini. // ALONSO, Castelhano, Musico, Zabumba de certo 
Regimento / O Senhor Francisco Marchesi. // ROSALIA, Castelhana, Linheira, 
Irmã de Alonso, Namorada de Valerio / O Senhor Miguel Cavanna // 
VALERIO, Taberneiro, prometido Esposo de Rosalia / O Senhor Paulo 
Boscoli. // Musicos do Regimento com Alonso, e dois serventes da Taberna. // 
A Scena se representa em huma Rua, e Taberna de hum dos Bairros de Lisboa. 
// 
 
INTERLOCUTORS. // ALBINA, Saloian girl, Alonso’s girlfriend / Mr. 
Domingos Caporalini. // ALONSO, Castillian, Musician, Zabumba in a 
Regiment / Mr. Francisco Marchesi. // ROSALIA, Castillian, Embroiderer, 
Alonso’s sister, Valerio’s girlfriend / Mr. Miguel Cavanna // VALERIO, 
Innkeeper, Rosalia’s promised husband / Mr. Paulo Boscoli. // Regiment 
musicians with Alonso, and two servantes of the tavern, // The scene takes 
place in a street, and tavern from a Lisbon’s neighborhood. // 
 
                                                
179 Domingos Caldas Barbosa. A Saloia Namorada ou o Remedio he Casar: Pequena Farça 
Dragmática. (Lisboa: Officina de Simão Tadeu Ferreira), 1793. 
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A Composição do Drama he de Lereno Selencitino (sic), Socio da Arcadia  de 
Roma. // A Musica he do Senhor Antonio Leal Moreira, Mestre do Real 
Seminario de Lisboa 
 
The Composition of the Drama is by Lereno Selencitino (sic), Fellow of the  
Roman Arcadia, // The music is by Mr. Antonio Leal Moreira, Mestre of the 
Royal Seminary of Lisbon180 
 
SYNOPSIS 
 
Scenes I to IV 
 
            It is early in the morning and while everybody sleeps Albina Saloia starts her 
day as an olives seller. She sings her song to sell the product but nobody answers, it is 
still too early. When passing by the house of her beveloved Alonso she thinks about 
knocking on the door. However, she gives up the idea when she remembers that she 
may find her possible sister-in-law Rosalia, who is always in a bad mood. Then, she 
decides to sing a song, as a serenade, to see if Alonso will wake up and come to her. 
Nobody answers or open the windows. Albina concludes that Alonso may have slept 
in the military quarter and is not at home. 
           At this very moment Valerio, Rosalia’s promised fiancé, is opening his tavern. 
When he sees Albina Saloia passing by, he whistles to her to call her attention and 
flirt, but he is caught by Rosalia, who becomes infuriated. Albina Saloia ignores 
Valerio, but it is too late. Rosalia sings her aria complaining about Valerio’s 
misbehavior, and threatens that she will not accept his infidelities. Valerio escapes the 
situation and complains about modern women who do not obey their husbands 
anymore. 
 
 
 
                                                
180 Lereno Selecentino was the Arcadian name used by Caldas Barbosa as member of the Real 
Arcádia de Lisboa. 
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Scene V   
           Alonso arrives at Valerio’s tavern. Accompanied by his fellow musicians, he 
plays his zabumba and celebrates his happiness about living in Lisbon, where the food 
and liquor are great and where he found his love Albina Saloia. 
 
Scenes VI and VII 
           Albina is alone and has a document in her hands. She is anxious and happy 
because it is the license that allows her to marry her beloved Alonso. In her aria she 
makes plans for her married life and the future children that will come. When she is 
about to leave she sees that Rosalia is passing by and tries to avoid her because she 
does not want to share the news with her. However, Rosalia notices Albina’s intention 
to avoid her and gets offended. At this point they sing a duet in which they offend each 
other, based on prejudices of Albina’s poor origins and on Rosalia’s Spanish origins.
  
Scene VIII – Finale 
 
           Alonso and Valerio are chatting in the tavern about how modern women are 
temperamental and do not obey their husbands. Valerio complains about Rosalia, but 
Alonso replies that his sister is a woman like all others in the world. He suggests that 
marriage will be a medicine to calm them down, and all will be in peace again. Alonso 
suggests to Valerio that he forget about his worries and get back to the good liquor and 
good food. 
           At this moment Albina arrives, complaining that she is not yet married to Alonso 
and he prefers spending time with his friends in the tavern instead of being with her. 
Alonso uses Albina’s behavior to convince Valerio that all women behave the same way. 
Rosalia enters the tavern and begins a fight (‘pancadas’) with Albina, which is stopped by 
Alonso and Valerio’s intervention. Alonso suggests that all should calm down, 
concluding that marriage will solve all their differences, and all characters sing together 
“marriage heals Love’s craziness”. 
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3.3.3.1: Analytical Overview 
  The following table provides a breakdown of the musical characteristics of the 
work in a way similar to tables referring to the serenatas discussed in chapter 2.  
 
  Roles 
and scene 
description 
Measure
s 
Key 
signature 
   Time 
signature  
Sections Parts 
as ordered in the 
manuscript 
Page 
[Sinfonia]  109 D      3/4 Allegro presto [m.1-
83] 
Moderato [m. 84-96] 
Tempo di prima [m. 
97-109] 
Trombe in Dlasolre 
Corni in Dlasolre 
Oboe 
Violini 
Viole 
Fagote 
Bassi tutti 
1 
11 
13 
Scena I 
(1a) 
[Introduction] 
Albina Saloia 
 
40 D        2/4 Andante Traversi 
Violini 
Viole 
Albina 
[Bassi tutti] 
15 
(1b) Albina Saloia 
[Recitativo secco] 
 
29 E6-F C (no indication) Albina 
[continuo] 
22 
(1c) Albina Saloia 
[Modinha or 
arioso] 
 
37 F 2/4 Andante Violini 
Viole 
Albina Saloia 
[Bassi tutti] 
24 
Scena II  
(2a) 
Valerio 
[Arioso solo] 
33 G C Poco Allegro [Violini] 
[Viole] 
Valerio 
[Bassi tutti] 
29 
Scena III  
(3a) 
Rosalia and 
Valerio 
[Recitativo secco] 
15 A6-F C (no indication) Rosalia/Valerio 
[continuo] 
 
33 
(3b) Rosalia 
[Recitativo 
accompagnato] 
14 C6 - Eb          C (no indication) [m. 1-6] 
Allegro [m. 7-14] 
Violini 
Viole 
Rosalia 
[Bassi tutti] 
34 
(3c) Rosalia 
[Aria] 
110 Eb 2/4  
[m.1-85] 
6/8 
[m. 86-97] 
C  
[m.98 -
100] 
6/8 
[m.100-
110] 
Andante 
 
Traversi 
Corni in Elafa 
Violini 
Viole 
Rosalia 
[Bassi tutti] 
37 
 
Table 10: Musical organization of Leal Moreira’s A Saloia Namorada. 
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Scena IV 
(4a) 
 
Valerio 
[Recitativo secco] 
23 C6-C C (no indication) Valerio 
[continuo] 
54 
Scena V 
(5a) 
Alonso 
[Marcha] 
32 F 2/2 Marcha Flauta 
Clarineto 
Oboe 
Corni in Ffaut 
Alonso 
Fagoti 
56 
(5b) Alonso 
[Recitativo 
secco] 
40 C6-G C (no indication) Continuo 62 
(5c) Alonso 
[Aria] 
88 G  6/8 
 
2/2 
 
C 
 
C 
Andante con moto  
[m.1-41] 
[Marcha]  
[m. 42-61] 
Recitativo  
[m. 62-65] 
Allegro vivace  
[m. 66-88] 
Oboe 
Corni in Gsolreut 
Violini 
[Viole] 
Alonso 
[Bassi tutti] 
66 
Scena IV 
(6a) 
 
Albina Saloia 
[Recitativo 
secco] 
 
11 D6-D           C (no indication) Albina So 
[continuo] 
83 
(6b) Albina Saloia 
[Recitativo 
accompagnato] 
13 D 
                    
                    
                    
                    
  
C (no indication) [m.1-
6] 
Allegro [m. 7-13] 
 
Violini 
Viole 
Albina 
[Bassi tutti] 
84 
(6c) 
 
Albina Saloia 
[Aria] 
 
149 Bb 6/8 
C 
Allegretto [m.1-84] 
Allegro [m. 85-149] 
Oboe 
Corni in Elafa 
Violini 
Viole 
Albina 
[Bassi tutti] 
86 
Scena 
VII 
(7a) 
Albina and 
Rosalia 
[recitativo 
secco] 
13 G6-D C (no indication) Albina/Rosalia 
[continuo] 
108 
Blank 
page 
    Blank page  110 
 
Table 10, cont. 1: Musical organization of Leal Moreira’s A Saloia Namorada. 
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Page cover     Page cover for the 
inserted duet 
 111 
(7b) Albina and 
Rosalia 
[Duetto] 
105 G 2/2 
C 
Allegro [m. 1-74] 
Allegro molto [m. 
75-105]  
Violini 
Viole 
Albina 
Rosalia 
[Bassi tutti] 
112 
Blank 
page 
    Blank page  142 
Scena VIII 
(8a) 
Valerio and 
Alonso 
[recitativo 
secco] 
12 C6-D C (no indication) Valerio/Alonso 
[continuo] 
143 
(8b) Albina, Rosalia, 
Alonso and 
Valerio 
[Finale] 
338 D 
A 
C 
C 
G 
D 
D 
D 
C 
6/8 
2/4 
6/8 
2/4 
C 
6/8 
2/2 
Allegro 
Andante 
Andante 
Allegretto 
[no ind.] 
Allegro 
[no ind.] 
Allegro stretta 
 
Corni in Dlasolre 
Oboe 1o., 2o. 
Violini 
Viole 
Albina 
Rosalia 
Alonso 
Valerio 
[Bassi tutti] 
144 
 
Table 10, cont. 2: Musical organization of Leal Moreira’s A Saloia Namorada. 
 
 Overall, musical structures are based on the libretto versification and use 
updated aria forms and some clichés typical of the Italian farsa such as the expanded 
finale. On the other hand, due to the nature of the spectacle, the music of A Saloia 
Namorada is very simple, without any stylistic surprise or novelty. The movements or 
musical numbers tends to be short in length in this very unpretentious work. 
 The interaction between orchestra and singers follows closely the techniques 
applied in contemporary works by Italian composers of farse and two-acts comic 
operas such as Cimarosa and Paisiello. In Chapter 2 we observed that in the context of 
Leal Moreira’s late court serenatas, we can observe an increasing ‘simplification’ of 
the orchestral texture in order to enhance the presence and freedom of developments of 
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the vocal line, with a more diaphanous instrumental writing. The orchestration of A 
Saloia Namorada, and the interaction of the instrumental ensemble with the singers, 
results from the aesthetic changes implemented by Leal Moreira in his stylistic 
transitory period of the 1790s. The melodic interest is totally focused on the upper 
lines, especially violin 1, and eventually in the solo wind instruments. The middle and 
lower sections of the orchestra are used for harmonic support. The writing for the 
second violins makes frequent use of repeated notes or Alberti-bass-like 
accompaniment effects. Violas mostly double the violoncello line with basses 
punctuating with harmonic sustain and reinforcement.  
 There is a prevalence in the whole work of ternary rhythmic subdivisions, 
such as 3/4 and 6/8, a feature often found in traditions of comic opera. These 
subdivisions provide musical lightness, related to dance conventions, and enhance the 
fluidity of the melodic lines. 
 The vocal lines have a restricted tessitura. Even though the work was written 
for and performed by an ensemble of professional singers, the nature itself of the 
entremez as an unpretentious spectacle likely induced Moreira to limit the range of the 
voices. The main role of Albina Saloia, designed for castrato prima donna  buffa 
Domenico Caporalini, it is the only part that may require a truly trained singer in 
modern performance, because it features some coloratura writing and a wider voice 
range. The other three roles (Rosalia, Alonso, and Valerio) could easily be sung by 
actor-singers (the usual practice in eighteenth-century entremezes), since they do not 
require any kind of virtuosic display of agility or special vocal extension. 
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3.3.3.2: Detailed Musical Analysis of A Saloia Namorada 
 
 
[Sinfonia] 
 
 Similarly to most farse and some entremezes, A Saloia has an instrumental 
introduction related to the tradition of the Italian sinfonia in three movements (fast 
duple - slow triple - dance-like triple meter). This introduction or sinfonia is divided 
into three uneven movements,: a longer first rapid part, a short slow part and a very 
short final coda that reuses material from the first part. This opening could instead be 
considered a through-composed single movement, since individual sections are very 
short and do not display any repetition or recapitulation of motives. This sinfonia is 
also a detached movement, with no motivic relation with any part of the dramatic 
work.  In a way similar to the other two sinfonie written by Leal Moreira in the same 
period, for Il Natale augusto and A Vingança da Cigana, the first melodic motive is 
presented with the strings in octaves (unison effect) sustained by harmonic winds and 
brasses. It begins with a ternary Presto that provides a very buffo and dancing 
character to this introduction. This first idea presents two contrasting elements, 
alternating the unison in arpeggios tutti fortissimo with a very soft and rapid answer by 
the violins accompanied only by the cellos. See example on figure 41. At measure 17 a 
modulatory bridge is presented, working with dynamic and harmonic contrasts, with 
diminished chords alternating with seventh chords that prepare the modulation to the 
key of the dominant. At this point the melodic interest moves to arpeggios in the bass 
lines, reinforced by long notes on the obbligato bassoon. See figure 42.  
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 In measure 31, instead of an expected second theme in the Dominant, Moreira 
provides another modulatory bridge that makes use of major/minor contrasts that 
functions as a drafted development.  This bridge, featuring contrasting major/minor 
colors and sudden unprepared harmonic surprises, briefly prepares a thematic dialog 
between oboes and horns as obbligato instruments.  This first part ends in a suspended 
musical idea. See examples on figures 43 and 44. 
 
Figure 41: Leal Moreira, Sinfonia of A Saloia,. First theme in unison arpeggio in contrast with 
the fluid soft melodic answer in the violins. Measures 1 to 9 
 
 
 
 
Figure 42: Leal Moreira, Sinfonia of A Saloia. Modulatory bridge with attention to the bass 
and bassoon lines. Measure 17 to 26. 
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Figure 43: Leal Moreira, Sinfonia of A Saloia. Statement of the modulation to the key of the 
dominant, followed immediately by a second modulatory bridge. Measures 27 to 37. 
 
 
 
 
Figure 44: Leal Moreira, Sinfonia of A Saloia. Short returning bridge to the key of the tonic 
and reaffirmation of the tonality. Musical ideas in the dialog between oboes and horns. 
Measures 58 to 70. 
 
 
 
 
 The second part of the Sinfonia provides a short imitative dialog between the 
first oboe and the bassoon in slow but fluid quadruple rhythm. The accompaniment is 
given by arpeggiated ostinato lines in the violin 1 and viola parts. Horns, violin 2 and 
bass parts sustain an open fifth as a pedal, which contributes a simple and perhaps 
even ‘pastoral’ character to this short and static moment.  
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Figure 45: Leal Moreira, Sinfonia of A Saloia. Internal slower section, based on the 
alternation between oboe and bassoon solos. Measures 84 to 92. 
 
 
 In measure 97 there is sudden return to the unison motive from the beginning 
of the sinfonia. However, this time the theme serves only as an idea of certain formal 
unification of the whole introduction without being a true formal recapitulation. This 
fast thirteen-measure recapitulatory coda provides an abrupt ending to the sinfonia, 
which overall  is relatively asymmetrical, alternating regular four-measure phrases 
with uneven musical ideas such as the final coda. 
  
 
 
Figure 46: Leal Moreira, Sinfonia of A Saloia. Short coda based on the first theme. Measures 
97 to 109. 
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Scene I  
 
 The initial scene brings several important musical and dramatic elements that 
were characterized in an earlier chapter as providing hybridity in this entremez.  The 
first is Albina’s pregão or selling-song. After a short introductory phrase by the 
strings, Albina sings a short and monotonous motive that is repeated and ornamented 
by the paired flutes almost as an echo. The melody itself has an unusual melodic 
contour and rhythmic division, which might indicate its origin as an actual melody 
from Lisbon’s streets (or at least Moreira’s attempt to evoke that effect). This feature 
is one of the primary elements designed to characterize this work as Portuguese, with 
not only the action being placed in Lisbon, but also “borrowed” material from local 
elements. This moment has also the goal of quickly informing the audience that this 
farça is a light comedy, with characters from the humblest social substrates who will 
be dealing with everyday matters of their personal activities and issues. From the very 
first verses, the main character who gives the title to the work is presented alone and 
has the chance of exposing all her personal issues in a very summary way. In this 
scene the text is subdivided into seven-syllable verses for the arioso moments of 
emotional expansion and eleven-syllable verses for the parts written as recitatives 
(which would have been spoken dialogues in a more standard entremez) where Albina 
explains how she will behave in order to stay close to her loved Alonso. In the final 
part of the recitative Albina tells the audience about her fears concerning Rosalia’s 
possible opposition to her love intentions. This first scene, through Albina’s 
comments, situates the audience in relation to the scenery itself, that it is not her own 
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place, but two of the three spaces that delimitate Alonso’s life: the house where he 
lives and the tavern where he eats and has fun. The third of Alonso’s spaces is 
mentioned only at the scene’s end, which informs us of his professional activity. At 
the end of his short scene the whole plot is already presented, leaving the rest of the 
play as a development of the comic situations that will “solve” the issues. 
  Albina Saloia is a seller of olives (specifically new, or green olives). In love 
with Alonso, Albina dreams with a large family with him. She does everything to be 
closer to her love, as can be observed in the clear emotional growing and love 
expectations through her two arias in the farça.   
  The “surname” or designation of Saloia refers to her origin as well to her 
social condition. Saloios, to this day, are the people from the northeastern 
surroundings of Lisbon, the area of the or city of Loures. However, dating from well 
before the end of the eighteenth century,  Saloio also means a very simple or näive 
person who makes a living by selling rural products such as olives, fresh fish, 
homemade breads, fruits, etc. This was an informal door-to-door sale and dealers 
could yell, or even more effectively and usually, sing their monotonous refrain 
(pregão) when passing by the streets to attract customers, who could identify them by 
the melody and voice intonation. The presence of pregões was common in the 
tradition of the entremezes, since most of the plots involved stereotypical characters 
from the streets of Lisbon. 
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Figure 47: Leal Moreira, A Saloia. Pregão or merchant song. Measures 1 to 12. 
 
 Caldas Barbosa and Leal Moreira again used pregões the following year in A 
Vingança da Cigana. In that work the character Tarelo, instead of fresh olives, sells a 
fresh fish named Bezugo [besugo]. Just as in the case of A Saloia, a short introduction 
by the orchestra is followed by an unaccompanied vocal phrase, the selling song, 
which is here also repeated a few times. 
 
 
 
 
Figure 48: Leal Moreira, A Vingança da Cigana.Tarello’s Pregão. Measures 1 to 11. 
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            In this first scene there is one of the most important moments of this farça: the 
song Dos meus males o remedio, which is best understood as a specifically Portuguese 
song rather than an Italian-tradition aria.  This intertextual insertion is a modinha that 
works as a serenade that Albina sings to Alonso trying to catch his attention. One of 
the most important characteristics of the late eighettenth-century entremezes was the 
insertion of a popular urban song, a modinha with a text not strictly related to the 
action. Most of the time the place for the modinha is indicated in the libretti; however, 
even when it is not explicit, this moment can be identified by the context, thematic and 
by the versification. In this specific case, the modinha is not indicated as such, 
however it is reasonable to state that Albina Saloia’s first solo is the modinha that 
would be expected by the audience from the librettist, who was one of the greatest 
exponent of this genre. 
 The poem for this solo has an Arcadian thematic, with no relation to the action. 
Fileno is the Arcadian name used to replace Alonso’s name, so that Albina can 
secretly sing to her love without being understood by anyone else but her love. 
Another aspect that reinforces the idea that this musical number is a modinha is the 
fact that a very similar modinha text is found in Caldas Barbosa’s poems collection 
preserved in the Real Gabinete Português de Leitura, in Rio de Janeiro, Brazil. A 
comparison between the two texts was possible thanks to the research Manuel Morais 
has conducted on this Brazilian source.181 The similar text in question is number 46, 
between pages 129 and 130 of the manuscript. Morais transcribes the first verse of the 
                                                
181 Manuel Morais,. Domingos Caldas Barbosa, 56. 
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poem present in the Brazilian manuscript in his book.  Having noted a similarity in the 
course of research for this dissertation, I contacted Mr. Morais and he kindly provided 
a digital copy of this manuscript to enable a comparison between the two versions. As 
can be seen below, the verses are very similar, with the same ending, though overall 
the structure is inverted and there is no mention of Fileno.182 Also, the version in A 
Saloia has a single strophe, while the whole poem in the Brazilian manuscript has six. 
It is not possible to determine whether Barbosa had already written this modinha and 
modified it for insertion into A Saloia, and if so, if he would already have had a 
melody in mind that may have been adapted by Leal Moreira, or whether the Brazilian 
collection was a later expansion of the poem/song that was originally created for A 
Saloia. 
A Saloia Namorada’s version 
 
 
 
 
Dos meus males o remedio 
A Fileno só direi: 
Se Fileno não vem ver-me, 
De saudades morrerei. 
Ah! meu bem, se não te vejo 
De saudades morrerei 
Real Gabinete Português de Leitura’s 
version 
(First strophe only) 
 
Efeitos da Saudade - Cantigas 
 
O remedio dos meus males 
ninguem sabe, só eu sei 
os meus males são saudades 
se me faltas morrerei 
Ah meo bem se te não vejo 
de saudades morrerei 
 
           The first scene of A Saloia also presents one of the unique features of this 
specific work: the recitativo secco in Portuguese language. All contemporaneous 
works identified as entremezes in the libretto feature spoken dialogues between the 
                                                
182 Domingos Caldas Barbosa, Cantigas de Lereno Selinuntino Da Arcadia de Roma. Rio de 
Janeiro, Real  Gabinete Português de Leitura, call number Aerm 6/A/25, in Morais, Domingos 
Caldas Barbosa, 56. 
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musical numbers. This is the first exemplar of a recitative with continuo from a work 
originally written in Portuguese in the eighteenth century. However, the importance of 
these simple recitatives lies in their presence in the context of an entremez/farça rather 
then in any unusual treatment of the form. The full score and vocal parts only provides 
the vocal line and a bass line without figures, implying a continuo realization of the 
bass line. Since these recitatives follow formulas that were typical of Italian comic 
opera writing of the time, they can be easily resolved by any experienced continuo 
player. The vocal line has one note per syllable and the declamatory fluidity in 
Portuguese tries to follow the standards of the Italian secco recitative. However, the 
tonic syllable does not always coincide with the downbeat of each measure, indicating 
the need of some rhythmic flexibility in the delivery of the words to properly fit the 
Portuguese prosody. 
 
 
Figure 49: Leal Moreira, A Saloia. Albina Saloia’s simple recitative, Recitative of Scene 1. 
Measures 1 to 4. 
 
          As the climax of scene I comes ‘O Remedio dos meus males’ which, as we 
suggested above, might have been understood as the fashionable modinha in this 
entremez-like composition. Most modinhas in manuscripts or prints of the time are 
notated with the accompaniment of a single instrument such as guitar, keyboard 
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instrument, or even sometimes a simple bass line. On the other hand, like the 
“Modinha Brasileira” from the farça by João José Baldi, Albina Saloia’s modinha 
features an unusual orchestral accompaniment.183 Since almost no music for the 
entremezes has survived, these two cited examples of modinhas with orchestral 
accompaniment show that in the context of stage performance it was possible to have 
an idiosyncratic version of the popular song. The singular display of vocal virtuosity 
on Saloia’s modinha represents a flexibility of the composer on treating the genre in a 
way to adapt a urban simple song into a complex vocal solo for a castrato such as 
Caporalini. 
 
Figure 50: João José Baldi, Farça.  Moda brasileira: Quando você era um pobre. Measures 1 
to 7. 
 
                                                
183 David Cranmer, Música teatral luso-brasileiro do reinado de D. Maria I, Lisboa, Fundação 
Calouste Gulbenkian, in press. João José Baldi, “Moda Brasileira: Quando você era um 
pobre.” Manuscript found at P-Ln M.M. 319/6. 
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            Usually, this kind of urban song is characterized by a simple cantabile line, for 
one or two vocal soloists, with minimal use of vocal agility. ‘O Remedio dos meus 
males’ from A Saloia, however, is a modinha with significantly more display of 
virtuosity in comparison with an average example of this genre. Since this specific 
modinha was designed to be sung by a famous Italian castrato who would likely have 
wanted to present some vocal display at his own benefit, it is perhaps unsurprising that 
it resembles an operatic arioso more than a simple urban song.  
 
 
Figure 51: Leal Moreira, A Saloia - [Modinha] O Remedio dos meus males in A Saloia 
Namorada. Measures 1 to 11. 
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Scene II 
 
 The second scene is the shortest in this work and has the function of 
introducing the Portuguese innkeeper Valerio during his frustrated flirt with Albina 
Saloia. The whole scene is a very concise musical number. However, this ‘arioso’ is 
the central core of the conflict as explained later in this chapter. Caldas Barbosa set 
this moment as a separate scene in a way that leaves no doubts on how the three 
characters, besides Alonso, interact. Valerio represents the fool and laughable 
character who cannot restrain his feelings or desires for Albina Saloia, being rejected 
by her and caught in this action by his beloved Rosalia. His honesty and friendship 
with Alonso is unclear, making this character the less outlined by Caldas Barbosa. 
Valerio is the role that links the plot, creating the conflict by arousing jealousy in 
Rosalia, rather then demonstrating strong dramatic interest and well defined 
personality. The character is rather problematic, since he appears to be both silly and 
innocent in his attitudes and it’s not clear whether he acts deliberately or irresponsibly, 
facing the risk of damaging his friendship with Alonso and his relationship with 
Rosalia. Valérios attitudes in scene II are not brought back through discussion in the 
plot, which also leaves unclear whether during his initial scene he actually knows that 
the olive-seller is Albina, his friend’s betrothed, or if he is only flirting with a beautiful 
passer-by. 
 While Valerio’s participation in the plot is restricted, with just a few solo 
verses set in music, the character is fundamental not only for the origin of the conflict, 
but also for the dramatic balance with the juxtaposition of two comic and antagonistic 
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couples, thus essential for the development of the plot. His opening musical number is 
a very short arioso, based on a single musical idea presented in the orchestral 
introduction; after the introduction Valerio sings an accompanied recitative, featuring 
only strings, which is then followed by a closing repetition of the initial and main 
musical idea. The musical phrases are short and regular and there is no further musical 
development. Valerio’s only solo provides very limited musical interest, leaving his 
participation in the scene 8 finale as his only other involvement in the work. 
 
Figure 52: Leal Moreira, A Saloia.Valerio’s solo in scene II. Measures 1 to 9. 
 
Scene III 
 The third scene is the first one to bring an emotional conflict, which gives the 
plot new impulse. Valerio is surprised by Rosalia when flirting with Albina and, in a 
submissive way, especially after Rosalia’s threats, admits that it was Albina whom he 
called. From this moment the difficult and insecure personality of Rosalia begins to 
take shape. She fears that her future marriage with Valerio will be threatened and 
blames Albina, not her fiancé, for this possibility. This situation helps justify the 
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complaints she had about her relationship with Valerio and the arise of feelings of 
revenge. Her relationship with Valerio seems to exist more due to the fiancé’s 
insistence than by Rosalia’s will. She claims that would like to remain alone as she 
used to be, concentrated on her domestic activities and sewing. It is not clear if 
Rosalia’s spontaneous yet visceral opposition to Albina after this scene is due only to 
feeling herself betrayed by Valerio, or if it is a mixture of feelings of betrayal and her 
own insecurity since she has witnessed Albina’s rejection of Valério. While initially 
her planned revenge seems to be against Valério, the author of the potential betrayal, 
later in the plot it becomes clear that Rosalia directs her rage against Albina. Rosalia, 
in her insecurity, prefers to react against Albina rather than unify with her to clarify 
the situation or to punish Valério. The idea of women uniting to face men’s power or 
oppression was already the subject of some eighteenth-century Italian comic operas (a 
classical example is Da Ponte’s Cosi fan tutte), but it may have been considered be too 
revolutionary for the Portuguese morals of the time. It seems that entremezes in 
general were more concerned with making their audiences laugh than with proposing 
any kind of elevated moral lesson.  
           Rosalia, while disdaining her relationship with Valério, does not want to lose 
her fiancé. The idea of a female irrationality or impulsiveness is prevalent in this text, 
and especially in this character. Rosalia’s hatred of Albina does not have fundament in 
any concrete offense by Albina, but from the simple fact that the young olive-seller 
has been Valerio’s object of desire, even if not reciprocated. 
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 In the recitative that precedes this aria, Rosalia expresses her desires for anger 
and revenge. Rosalia’s bipartite aria shows two different and contrasting aspects of her 
personality. If at first she appears to be submissive and complaining about (or even 
disdaining) her relationship with Valerio, the second part shows the possible 
consequences of her anger against him. Rosalia’s scene starts with simple recitative; 
Leal Moreira then adds violins and viola during the scene, moving into accompanied 
recitative in a dramatic crescendo towards the aria. The main goal of this accompanied 
recitative is to provide the proper dramatic tension to Rosalia’s growing intention of 
vengeance against Valerio and Sabina – an efffect that would not be possible, or at 
least not as effective, through a simple recitative.  
 The accompanied recitative that precedes Sabina’s main aria in scene VI (if the 
modinhain scene I can be considered not a full aria but rather a first solo or arioso) 
depicts Sabina’s anxiety as she realizes that she now has a license to marry Alonso. 
The recitative begins with tremolo for the strings in the orchestra, perhaps indicating 
the shaking hands of Sabina in the moments before opening the document and 
realizing that it contains good news. Strings tremoli are used in farse and some comic 
operas of this period to accompany moments related to fear or to fantastic scenes such 
as enchantments or the arriving of supernatural creatures: Leal Moreira also used this 
effect on scene V of A Vingança da Cigana when Pepa, the gypsy, asks the spirits’ 
help to read the cards. 
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Figure 53: Leal Moreira, A Saloia. Albina’s accompanied recitative. Scene VI. Measures 1 to 
6. 
 
 
 As we saw in chapter 2, by the 1790s two-tempo arias were in fashion and this 
form came into the mainstream. Both Rosalia’s and Albina’s arias follow the same 
structure, with a first part in a slower binary and the second part in a faster binary with 
ternary subdivision. Unlike in the arias of opera seria or court serenatas, which 
feature long and complex orchestral introductions, the arias in A Saloia Namorada (as 
well most of those from A Vingança da Cigana) tend to begin with a short orchestral 
introduction that uses the first phrase of main vocal melody. This same melodic 
motive, usually a simple and catchy melody (perhaps designed to imitate or evoke a 
popular tune) is immediately repeated by the character, and then presented several 
times by the orchestra and the singer through different textures and orchestral 
dynamics. This feature resembles those that characterize most of the lighthearted arias 
from at the time by Italian composers of comic operas. The simplicity of the melody in 
Albina’s aria lies in the first half-phrase presented by violin 1 and 2 in thirds with an 
accompaniment by violas and bass that only reinforce the harmony. The subdivision of 
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the aria into two distinct parts serves to express two different emotions, and helps to 
build dramatic situations that do not provide contrasts, but rather increase emotional 
tension. The first part of the aria tends to be slower and the basic emotion is described. 
In the case of Rosalia’s opening number, the aria starts with her complaints about her 
relationship with Valerio. Leal Moreira searches for comic effect by using intervals of 
ascending fourths that would emulate her weeping. The harmonic speed is very slow, 
almost static as can be observed in figure 54. The second part, on the other hand, is a 
fast and vigorous poetic and musical statement of her plans to exact vengeance against 
Valerio, if he dares to betray her with any young woman. The musical phrases are 
faster and more incisive, with faster harmonic pace and extensive use of cadential 
sequences that emphasize her firm attitude. 
 
 
Figure 54: Leal Moreira, A Saloia. First part of Rosalia’s aria Eu pobre coitada. Scene III. 
Measures 1 to 11. 
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              As we saw at the opening of this chapter, this aria is one the two movements 
of this work for which copies are extant in Portuguese archives. Though it is not 
associated with the main role, this aria has an economy of resources and effects --for 
example, the absence of vocal virtuosity -- that might have made this movement more 
likely to be used by actor-singers and perhaps inserted in other entremezes.  This 
might account for the survival of this aria in multiple copies.  
 
Scene IV 
 In this recitative it is also possible to notice Valerio’s dissatisfaction 
concerning his relationship with Rosalia. The woman’s controlling and vengeful 
temper bothers him. His position as head of the house is threatened by a strong woman 
such as Rosalia. Starting in the ninth verse, Valerio addresses the Lisbon audience, the 
Alfacinhas, hoping that they will have pity on him and identify with his questions 
about modern women's power or revolt against the habits of obedience. Musically this 
recitative is a simple bridge to connect scenes harmonically. 
 
Scene V 
 This long scene is the central dramatic point of A Saloia. This centrality is 
represented by a momentary relaxation of the conflicts presented by Rosalia and 
Valerio in the two previous scenes. The audience can enjoy a cheerful and jovial 
Alonso, and his demonstration of sincere love for Albina and for his life in Lisbon.In 
opposition to his sister’s contrary nature, Alonso is jovial soldier and musician who is 
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happy with his life in Lisbon. This character has a very optimist view of life and 
people. In his naiveness he sees himself as a very smart young fellow, who knows 
everything about relationships as can be observed in his long speech to Valério in the 
final scene. However, his picaresque march in scene V already shows the lightness of 
his spirit as he plays the regiment’s zabumba (low non pitched percussion) while 
celebrating the confirmation of his engagement with Albina. For Alonso life is good if 
he can work just a little and then go be with his friends at the tavern to drink good 
spirits and savor good food without being disturbed by women, or “women’s issues”. 
His only aria, in scene V, is one of the most musically developed moments of the farça 
yet does not explore any kind of emotion besides his joy of living. There are no 
conflicts for Alonso.Alonso appears to be the character who is designed to reinforce 
the moral conventions of the eighteenth-century Portuguese audience.. In the second 
half of the long recitative that precedes the second aria, more specifically from the 
thirteenth verse, Alonso as a foreigner says farewell to his homeland (in this verse 
cited as Catalonia, even though the character is identified as Castilian on the libretto). 
Alonso says that he loves Lisbon and that he has decided to stay, that he wants in 
Portugal his “requiescat”. We might speculate that this was also designed to remind 
the audience and the generous patrons of Barbosa’s foreign origin as well as that of the 
singers for whom the benefit had been organized. Perhaps the Portuguese patrons were 
intended to understand that the “foreign” playwright and singers were also praising 
them as the aria reaches its apex with the phrase “Oh! viva Portugal, viva Lisboa.” 
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            Alonso’s aria differs greatly from Rosalia and Albina’s solos, since it is a scene 
complex rather than an isolated musical number. The whole of scene V belongs to 
Alonso and is organized into several dramatic and musical elements that give unity to 
the process of introducing, describing and developing the character. Alonso is a soldier 
musician of his regiment and his arrival in the plot is through a military march in F 
major orchestrated for one flute, one clarinet, one oboe, two horns and a bassoon. In 
the libretto Caldas Barbosa specifies that Alonso is on stage with his friends and 
playing the zabumba; however, Leal Moreira does not mention nor write any line for 
percussion. If a drumbeat was used on stage, it was likely improvised following the 
basic beat of the music.184 The scene continues with a simple recitative that leads to 
Alonso’s aria, in G major and divided into four different parts: Andante con moto in 
6/8, which displays dancing rhythms and symmetrical phrases in four plus four 
measures; a transposed version of the march of the beginning of the scene in 2/4; an 
accompanied recitative; and a final coda marked Allegro vivace in 4/4. This scene also 
displays some typical features of comic Italian opera such as onomatopoeic sounds, in 
this case to play with the sonority of the zabumba as imitated by Alonso’s voice.  This 
is the most complex scene in the work besides the multi-movement finale. 
 
                                                
184 This march is the first documented use of clarinet in an orchestra in Portuguese music. 
While it would become one of the main solo instruments of the first decade of the 1800s in 
both Portugal and Brazil, the clarinet was still very rare in orchestral contexts in the early 
1790s. This participation of the clarinet is clearly to evoke the very specific “flavor” of 
military music, since it is not used in any other part of the work. 
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Figure 55: Leal Moreira, A Saloia. Introduction to Alonso’s aria - Scene V. Measures 1 to 8. 
 
Scene VI 
If Albina’s personality was only drafted in the first scene, this is the dramatic 
point where the author can further develop her almost childish expectations about 
marrying Alonso. Her status as an illiterate (or uneducated) woman it is exposed 
through her trembling at not being able to read the document and her being forced to 
ask a friend’s help in order to know its content. Albina shows true happiness when it is 
acknowledged that the document is her license to marry Alonso. In her bipartite aria, 
just like in the aria for Rosalia, emotions are contrasting, yet complementary. These 
emotions portray a tranquil happiness at the prospect of joining Alonso to start a 
family with lots of children.  In the first section Sabina tells the audience about her 
plans and how happy she is with the upcoming marriage. In the second part, comprised 
of a short four-verse structure, Albina sings to Love as allegory about her love 
constancy. This aria follows the same structure of Rosalia’s solo but is less accessible 
to non-professional opera singers. The first part is built over a slow and cantabile 
musical phrase introduced by the orchestra and immediately repeated by the singer.  
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Figure 56: Leal Moreira, A Saloia. First part of Albina’s aria. Scene  VI. Measures 28 to 37. 
 
           The second part of the aria loses the dance character when the meter changes to 
4/4 to express the firm statement of Albina’s feeling of joy. This second part is built 
over a single stanza that comprises the concluding four verses. This is the place where 
the composer decides to display the virtuosity of the singer by using coloraturas: by far 
the most technically demanding moment of the score, this final section of the aria is 
designed to show Caporalini’s abilities as a singer. 
 
Scene VII 
 If scene V was the central part of the drama, scene VII is the dramatic apex, 
when the conflicts rise to their maximum level. Caldas Barbosa’s precise scenic 
indications make clear the unresolved issue between Albina and Rosalia, especially 
from Rosalia’s perspective. Albina may have shown in the first scene that she bears no 
great sympathy for her future sister-in-law, however Rosalia is the one who is insecure 
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and wants to find a reason for verbal or physical conflict with Albina. The motivation 
for this duet of conflict, which is intended to be humorous while showing a fight 
between two women on stage, comes about only because Albina chooses to ignore 
Rosalia’s presence since she does not want to share the information concerning the 
marriage license provided in the previous scene. This simple fact offends Rosalia (or 
at least she uses it as justification), leading her to confront Albina. In the sixth verse of 
the duet Saloia insolente, Caldas Barbosa uses the feature of reminding the viewer an 
expression used by Valerio to compliment Albina in scene II: Minha joia, which 
brings extra humor to the situation. In verses 17 and 18, the author uses comments on 
the characters’ origin as a comic factor. As we saw above, the term Saloia would have 
designated someone of very humble origins. Albina likewise seeks to offend Rosalia 
by calling her Gallega (identified in the libretto as Castilian), probably referring to the 
comical sound that Portuguese audiences would have associated with the accent of 
Galicia or Spaniards in general.: “speak like a Galician” could be a generic 
xenophobic expression referring to any low-educated Spanish citizen in eighteenth-
century Lisbon. When Albina says “Galega faz riso”, it could be a reference either to 
Rosalia’s “funny” accent or a more general expression of Albina’s contempt for 
Rosalia. 
           In the text it is not clear if Albina understands the reasons for Rosalia’s 
hostilities, since the hidden main reason (Rosalia’s frustrations about her own 
relationship with Valério) is not explicitly mentioned in the duet.  
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            The “fight duet” between Albina and Rosalia in this scene provides the 
expected climax of the work: this is the ‘pancadas’ time when the two female 
characters are finally put face to face to confront their positions. This duet is placed 
just before the final scene and it was the moment when the two principal singers for 
whom the benefit had been organized were presented together. The true conflict is 
presented at this moment, after all characters have been introduced to the audience and 
have had the chance of showing their personalities and role within the plot. This is 
similar to the presentation in the Italian farse of the central ensemble that includes all 
characters, which would later be expanded into the first-act finale of the full two-acts 
opera buffa. This duet between Albina and Rosalia has the same goal of leaving an 
unsolved conflict that will find its conclusion in the final part of the work. The duet 
can be considered a fight or ‘pancadas’ duet, but it is not the final ‘pancadas’ as 
expected in the entremezes, which traditionally took place only in the last scene. The 
duet is divided into two sections, a slower one in which each character separately 
presents her insults to the other, and a second and faster one when both sing together, 
most of the time in parallel thirds. The vocal writing is very similar for both Albina 
and Rosalia and perhaps the most interesting and demanding moment of this duet is 
when both, one after another, sing an ascending melody that appears intended to evoke 
laughter of derision and contempt for each other. 
 The end of the duet, the only time when Rosalia and Albina sing the same text, 
appears to provide a moral sympathy between the two characters, although it can be 
also read as a mutual accusation: that nothing is worth an empty head and, therefore, 
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one must have brain and sense. The moral maxim is that it is up to them, women, to 
respond and be responsible, which makes again clear that the conflict is between the 
female characters and not the males.  
            In the manuscript score of A Saloia, this duet appears to be a later insertion, 
since the handwriting is different from the one that is found in the rest of the work. But 
even if this is not the original or first duet composed for this entremez, it is the version 
that has survived not only within the full score, but also in the other two copies found 
in Portuguese archives. Curiously, although this is an important moment in the plot, all 
copies of this duet require strings only for instrumentation. It is possible to imagine 
that if there ever was another version of this duet it may have included wind 
instruments, since all the ther movements (excepting the short solos by Albina and 
Valerio) also include winds. This duet in G major and 2/2 meter is comparable to the 
other few duets written by Leal Moreira for dramatic works such as the serenatas Gli 
eroi spartani from 1788 and Il natale augusto from the same year of A Saloia, 1793. 
The duet of Ismene and Eurimacho in Gli eroi spartani is also in G major and features 
two flutes and two horns in G (sol-la-re). The duet in Il natale augusto is for strings 
only just as the one in A Saloia, but it is written in E minor/E major which would 
justify for technical reasons the choice of strings only, since E major is a particularly 
unusual key for woodwinds especially in conjunction with natural horns or trumpets. 
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Figure 57: Leal Moreira, A Saloia. Beginning of Albina and Rosalia’s “fight duet”. Scene  
VII. Measures 1 to 7. 
 
  
 
Scene VIII 
            The most important and developed moment of the work takes place in scene 
VIII, which is the last scene and also the first moment when all four characters are 
together on stage. After the tense, yet funny, duet between Albina and Rosalia, this 
final scene brings a relaxation of tension. It starts in a totally different mood, with a 
very lighthearted discussion between Alonso and Valerio. This finale is structured by 
the moral dictated by Alonso, as a way to comfort Valerio who is feeling bothered by 
the repeated complaints by Rosalia. Caldas Barbosa used the cliché that all women are 
the same and react the same way regardless of their origin (which refers to the same 
idea absorbed by Da Ponte in his libretto for Cosi fan tutte). The typical description of 
women from various nations serves Alonso as a way of teaching Valerio that their 
problems and concerns are common to all men, and that marriage will calm Rozalia. It 
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is in good wine and good food, Valerio suggests, that men should forget their 
problems. Albina Saloia’s temper is also explained by her revolt against an apparent 
premature abandonment or lack of attention on Alonso’s part. The untimely arrival of 
Albina, requiring Alonso’s attention and complaining that he prefers staying with his 
friends at the tavern rather then with her, serves as the basis for the theory previously 
developed to Valerio. This is where the author develops a little solo for Alonso, in the 
style of “catalog arias”. If Valerio had not yet understood the "Così fan tutte" message, 
Sabina's behavior only confirms, it. Rosalia’s entry is the high point of the finale, 
creating a comical and almost vulgar conflict between the two women. The solution 
for the imbroglio arrives when men get tired of the situation and start asking for peace 
and quiet. Marriage is touted as a solution to all conflicts created by strong willed 
women, while the men are not required to make any adaptation to their lifestyles. The 
women will calm down and Alonso and Valerio can return to their friends and tavern. 
 Alonso and Valerio’s participation in the plot is more tangential and passive 
than that of the two female characters. They are mere observers of the conflict between 
women, something that they consider annoying instead of worrying. The question of 
Valerio’s flirtation with Sabina as a possible “fraternal infidelity” to Alonso is not 
explored by Caldas Barbosa at any time, not even in the final scene where it could 
have been mentioned. This may have been a deliberate choice by the author, since it 
would have created a double conflict, which would have taken attention away from the 
main issue. 
 
 
 
228 
           Leal Moreira treated this whole complex scene as a multi-sectional finale in the 
Italian comic opera tradition. Robinson refers to this kind of procedure as ‘chain-
finale’, one built over a succession of different musical sections, “each possessing its 
individual style, its own speed and its own time signature”.185 The music is built over 
rhythmic effects in the orchestra that resemble those already in use in the Italian comic 
intermezzi from the 1760s and 1770s by composers such as Nicolò Piccinni,  as 
Robinson attests: 
There is a relatively new technique of letting instruments play the tune while 
the voices enter at irregular and sometimes distant intervals during the course 
of it.186 
 
 
          The orchestra creates rhythmic patterns as accompaniment motives over which 
the singers sing with almost-spoken effects, creating a “decorative, wallpaper pattern” 
as Robinson aptly calls it,187 and harmonic effects instead of melodies that might be 
repeated, as happens in the arias or in the duet.  The musical unity of the finale is 
guaranteed by the harmonic path of the subsequent sections. This is organized by a 
rising sequence of fifths D-A and then C-G-D, with the passage A-C as a disruption or 
an alternate move to start a new sequence that will end in the tonic of D with a section 
similar to the opening. About this kind of usual procedure Robinson states that: 
 
Its music [chain-finale] was held together by a firm tonal structure, the main 
key firmly anchored at either end and various modulations and key shifts 
occurring in the middle.188 
                                                
185 Robinson, Naples and Neapolitan Opera, 236. 
186 Robinson, Naples and Neapolitan Opera, 256. 
187 Robinson, Naples and Neapolitan Opera, 258. 
188 Robinson, Naples and Neapolitan Opera, 236. 
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           During the opening of the scene when Alonso and Valerio are in the tavern 
considering their issues with Albina and Rosalia, in keeping with the comical effects 
listed by Robinson, Leal Moreira’s music searches for a speech-like effect through 
syllabic short phrases, at different speeds, exchanged as musical question and answers 
between the characters.189 
 
 
Figure 58: Leal Moreira, A Saloia. First part of Finale. Scene VIII. Measures 1 to 8. 
 
 
   This first part leads to a a drinking celebration among friends, performed by 
Alonso and Valerio and additional mute actors according to the libretto. This section 
                                                
189 Robinson, Naples and Neapolitan Opera, 205. 
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changes to a dance rhythm featuring mostly strings and solo flute in unison. While  the 
part of Alonso is the third vocal line from the top, its range is lower than the part of 
Valerio which is scored as the fourth line. The composer (or perhaps the copyist) 
chose to organize the voices by role hierarchy rather then by voice range. This detail 
can be observed in figure 58. 
 
 
Figure 59: Leal Moreira, A Saloia. Second part of the Finale. Alonso and Valerio duet in the 
tavern Scene VIII. Measures 52 to 63. 
 
 
   Albina’s return to the plot in measure 52 takes place through a sudden change 
in tonality, metrics, pace and instrumentation. In the harmonic context of this 
entremez, and especially of this multi-movement finale, an unprepared change from A 
major to C major sounds somewhat harsh, and this emphasizes the unexpected arrival 
of Albina and her arguing with Alonso. There is also an abrupt change in 
instrumentation and meter from a suggested dance rhythm with strings and solo flute, 
to strings with added oboes and horns in a very agitated figuration. 
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Figure 60: Leal Moreira, A Saloia. Finale - entrance of Albina. Scene  VIII. Measures 101 to 
110. 
 
 
           Rosalia’s entrance happens in measure 164 and marks the traditional moment 
when all characters are finally on stage. At this moment the most conflicted section of 
the drama begins, and Moreira’s musical choices underline this conflict. If the duet in 
scene VII already suggested a verbal fight between Albina and Rosalia, measures 184 
to 207 is when they prepare for physical confrontation. The texture and rhythmic 
division of the vocal lines are the most intense of the whole work, with Albina and 
Rosalia in conjunct parallel thirds and Alonso and Valerio singing large steps of 
fourths and fifths: this provides a series of strong cadences that emphasize the musical 
conclusion of this section. Leal Moreira applied the feature of fast repetition of words 
in order to enhance the chaotic character musical and dramatic situation. However, the 
vocal ensemble writing is rather conservative, since Leal Moreira uses two contrasting 
groups rather than elongating the scene with a more developed simultaneous singing. 
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Figure 61: Leal Moreira. Dramatic climax (real ‘pancadaria’). Scene  VIII of A Saloia. 
Measures 199 to 207. 
 
 
   In measure 208 there is a return to the music of the beginning of the scene, with 
the effect of a melodic and rhythmic ostinato, which hints that beginning the musical 
process anew will lead to a successful conclusion of the conflicts. Robinson also refers 
to this procedure being a common device to provide musical unity to this kind of 
‘chain-finale’, a device that depended on the composer’s “sense of timing and his 
stagecraft .190  
 
                                                
190 Robinson, Naples and Neapolitan Opera, 236. 
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Figure 62: Leal Moreira, A Saloia.  Structural return to the da capo of the finale. Scene VIII. 
Measures 208 to 213. 
 
           The next musical section is the moral resolution of the plot, indicated by 
Alonso’s final monologue stating that “all women are the same” and “all will be 
solved through marriage”. There is a return to the light dancing rhythms, which might 
musically suggest that Alonso doesn’t take the subject as a real or serious conflict. The 
re-introduction of the light music and the original key may be also read as 
”pretending” that the conflict had never happened.  
           Albina Saloia’s music is much more interesting than that of Alonso since it is 
the music for Caporalini as the beneficiary and prima donna, but Alonso’s dramatic 
participation and importance in the plot is far more intriguing. The solution of the 
drama is a bit “forced” — can we really believe as an audience that the characters have 
succeeded in solving everything and the women won’t be fighting the very next day 
(or even minute)? Would an indirect “basta!” or “enough!” from Alonso and the 
marriage promise from the men be really effective to satisfy all the characters to the 
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point of them singing all together that marriage would be the definitive solution for the 
conflicts?  
 
 
Figure 63: Leal Moreira, A Saloia. Fugato of last part of the Finale. Scene VIII. Measures 
256 to 264. 
 
    The music of the last section does not give any opening for doubts or unsolved 
issues. The last part, or coda of the finale, starts with an imitative section in the 
voices, accompanied by a high-speed rhythmic and melodic ostinato in the orchestra, 
the “decorative wallpaper pattern” as suggested by Robinson. Harmonically, this last 
scene ends with repetitions of a cadential progression that became a typical musical 
clichè for endings at the late eighteenth-century works: V7 - I - VI - IV - V - I, with 
display of agility and coloraturas by Albina. 
   All characters are achieving an agreement by the reinforcing a static imitation 
over the concluding text Oh que remedio tao singular (Oh, what a remedy, so 
singular). During the imitative passages in the voices, the orchestra remains in the 
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dynamic of pianissimo as a way to emphasize the fugato that happens only among the 
voices. This line is repeated by all characters in imitation as a way to prepare for the 
most important verse: ‘de Amor loucuras sara o casar’ (marriage heals Love’s 
craziness) which is presented in very clear and affirmative homophony. This dramatic 
statement, which provides the subtitle of the work, strongly concludes the plot’s 
conflicts. It is during this stable scene that the musical structure the final fugato is 
divided into two parts, with a fermata on the dominant at the end of the first part, 
measure 295. This is the moment when the benefit gained its most distinct 
characteristic.  
           There are seven final verses in the printed libretto that were not set to music by 
the composer.  It is possible to assume that those were spoken verses that were 
directed to the audience between the last musical parts of the finale.191 Since this was a 
work performed as part of a benefit, the major beneficiaries Caporalini and Cavanna 
(and perhaps indirectly also Caldas Barbosa and Leal Moreira) had at this moment the 
opportunity to thank the generous patrons within the context of the play. 
A 2 
Benignos Senhores, 
A vossos favores 
As graças vir dar. 
Gratos Estrangeiros, 
Que vós honrais tanto 
Ao menos em Canto 
Vos querem pagar. 
 
 
Benign gentlemen, 
For your favors 
Thanks we give you. 
These grateful Foreigners 
whom you have honored so much 
at least in singing 
want to repay you. 
 
                                                
191 More specificities of this musical moment may be checked on chapter 3.6. 
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            During this dramatic pause, which is only present on the libretto and not in the 
score nor the parts, the singers and orchestra were in a harmonic suspension -- and at 
this moment both Caporalini and Cavanna had their opportunity to speak, instead of 
singing, the laudatory verses directed to the audience.192 The music of the last part of 
this finale restarts, with the fugato leading the entremez through a brillant and 
affirmative end, alternating display of coloraturas by Caporalini as Albina Saloia with 
a homophonic chorus of the characters. The work ends with a moral statement and the 
music followed typical features of the Italian comic opera finale style. It can be said 
that the main characteristics of the main operatic comic genres both in the Portuguese 
and Italian traditions were finally represented in this short work that perpassed the 
definitions of a single genre. 
 
 
 
                                                
192 For comments on this aspect of the text please check Chapter 2, page 245. 
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Final considerations: A Saloia Namorada and the updated context of 
18th century musical theater works in Portuguese 
  
            A Saloia Namorada has contextual and musical specificities that may add new 
issues to the ongoing discussion of the origins and developments of musical theater in 
the Portuguese language. Hence, one of the most central and problematic aspects of 
this work is the question of whether it might or might not fit the general definition of 
the Portuguese entremez in the late eighteenth century. If on the one hand it has 
elements that would allow us to see it as an entremez, there are some others that are 
typical of an Italian comic work such as intermezzo or farsa.  
           There are some characteristics that make this work closer to a Portuguese 
entremez than to an intermezzo in the Italian tradition. Among those characteristics we 
can include its having been written in Portuguese in an almost vulgar or rude 
language, as well as thematic aspects of the plot such as the use of typical Portuguese 
popular characters and the traditional fight near the end. Another characteristic typical 
of entremezes from the 1780s and thereafter is the presence of modinhas.  
           On the other hand, this farça dragmatica, as it is called in the printed libretto, 
has sung recitatives, which would put it closer to the Italian intermezzo or farsa. This 
was likely a particular concession by the composer to the Italian castrati who were not 
familiar with Portuguese language, thus avoiding the traditional spoken dialogues of 
the entremez genre. 
           Beyond the simple use of Italianized style in the music, the most interesting 
point is perhaps how Italian musical structures were applied by Leal Moreira to 
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achieve the dramatic purposes without losing the aspect of conciseness typical of an 
entremez. Hence, A Saloia Namorada, with all its idiosyncrasies, can be taken as a 
hybrid work that fused the text of the typical Portuguese entremez to some 
characteristics of the Italian farsa, especially in the musical structures and effects. In 
dramatic and musical terms, this work is not as simple as the two-characters Italian 
intermezzi or the typical half-spoken Portuguese entremezes, nor as complex as the 
1790s Italian farse. A Saloia Namorada can be seen as providing a middle ground 
between the two major theatrical traditions in Portugal of the time, representing a 
mixture between the Portuguese entremez and the Italian genres of comic musical 
theater. A good example is the insertion of a situation of “pancadas” (an element 
typical of the entremez) as part of the extended finale characteristic of the Italian 
comic opera tradition.  
           During most of this research process one of the goals was to understand A 
Saloia in a broader context despite the absence of comparable works. However, during 
the time of this almost four years research over the subject of musical theater in 
Portugal, a true development has taken place in the information about Portuguese 
musical entremezes, especially in the few months preceding the end of this 
dissertation, with new editions available, the finding and organizing of other works 
and performances that enabled a deeper understanding of the characteristics and 
context of this genre. Besides the already cited A Vingança da Cigana, an obvious 
choice for understanding the partnership Leal Moreira/Caldas Barbosa, it is now 
possible to list several other works that have become available through some projects 
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developed particularly at Universidade Nova de Lisboa. Among them must be cited 
the entremez O gato por lebre by António José do Rego and the critical edition of the 
music of a farça by João José Baldi (not titled, since the libretto that would have the 
title and the text for the spoken parts is not yet found).193 Within the Projeto Marcos 
Portugal, also directed by Dr. David Cranmer, critical editions of Marcos Portugal’s 
entremezes Quem busca lã fica tosquiado and O Basculho de chaminé  have been 
prepared (the last one about to be staged at Teatro de São Carlos in Lisbon, under the 
musical direction of the author of this dissertation).194 As other important contributions 
to the field we must add the finding of two entremezes by José Palomino Os amantes 
astutos and As regateiras zelosas at the Library of Congress in Washington DC by the 
author of this dissertation (in addition to the one already located at the library of the 
Palace of Vila Viçosa). 
           As the most important example of these newly-available works available, 
Marcos Portugal’s O basculho de chaminé is one of the most musically developed 
entremezes. This work, composed for the Teatro do Salitre in 1794 Lisbon (during one 
of the composer’s return trips to Portugal from Brazil), is an adaptation of the Italian 
farsa Lo spazzacamino principe, premiered by the composer in Venice in the previous 
year. This is a rich example of adaptation of a work originally conceived as Italian 
farsa but totally re-written to fit the taste and uses of the Portuguese theater and 
                                                
193 António José do Rego, O gato por lebre. Critical transcription and study by David Cranmer 
and Gabriel Cipriano (CESEM: Lisboa, 2010); João José Baldi, Farça. Critical transcription 
and study by David Cranmer and Gabriel Cipriano (CESEM: Lisboa, 2010). 
194 Marcos Portugal, O basculho de chaminé. Critical transcription and study by David 
Cranmer and Gabriel Cipriano (CESEM: Lisboa, 2011). 
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audience. The music of both versions share several melodic elements, but the 
development of the ideas are different, making each version unique. 
           However, the context is still narrow and this dissertation is a first step, a 
preliminary work that proposes a method to approach the musical aspects of 
entremezes, based on the previous experience of a specific composer in the field of 
dramatic music. With A Saloia as a point of arrival, we have tried to understand how 
Leal Moreira developed his skills and musical language up to the point of the 
composition of this work.  
           Due to its succinctness, A Saloia Namorada might have been considered by the 
composer himself just as an occasional and simple work. However, his innovative 
choice to write musical theater in Portuguese made this experimental composition 
noteworthy as a turning point from the tradition of the previous decades, opening up 
the opportunity for continued (if limited) experimentation in this direction by 
Portuguese composers in the nineteenth century. In examining the compositions of 
Leal Moreira, in particular the two works he wrote in partnership with Caldas Barbosa, 
we can follow the changes in his creative personality from a student composing 
scholastic music in the early 1770s, to a mature and renowned composer in the 1790s. 
           As an operatic work, A Saloia Namorada can be understood as an initial or 
experimental achievement if compared to A Vingança da Cigana. It is hard not to see 
this latter work as a more developed one in terms of text structures and motives, 
character development and musical complexity. However, A Saloia Namorada can 
also be understood as a different kind of venture, with some specific traits that were 
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not repeated in A Vingança (such as, for example, the musical recitatives in the Italian 
comic manner instead of spoken dialogues). Everything is shorter and straight to the 
point in A Saloia. The plot is fast and simple: featuring only four characters did not 
facilitate secondary plots or arguments as in A Vingança, with its eight characters.  
The reason A Vinganca da Cigana is not taken as a comparative work it is because this 
is a later work, and the goal of this research is to understand how Leal Moreira got to 
A Saloia gathering all his previous experience as a composer of serenatas and as 
director of Italian opera at Rua dos Condes. What Leal Moreira might have composed 
after A Saloia, in this case specifically A Vingança, was a result of his achievements 
with this first work. In a further study of A Vingança one will have to take into 
consideration which features Leal Moreira re-used and those that he did not return to 
after A Saloia such as, for example, the simple recitatives. 
           Finally, we can conclude that Leal Moreira was a composer totally up to date 
with the most prominent operatic Italian composers of his time, and his musical 
language and style shows a mature dramatic sense and equilibrium. The composer 
showed a true concern with the dramatic fluidity rather then using long arias or 
ensembles that would interfere with the timing and lightness of the action. 
           Concerning the libretto, Caldas Barbosa, primarily known as the poet who 
brought the Brazilian modinha and its ‘smoothness’ to the Portuguese court, was also 
responsible for bringing special interest to A Saloia Namorada and A Vingança da 
Cigana. The libretto itself is also a mirror of Luso-Brazilian society as seen by a 
‘foreign’ poet who was called upon to write light works within a well established 
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theatrical tradition. It reflects gender and behavioral issues of the time, portraying two 
women whose will and personal issues are ignored by their partners. Finally, the 
partnership between Caldas Barbosa and Leal Moreira had the potential to spark the 
development of a genre of musical theater in their national language. Even if 
composed to Italian singers that had no experience with the Portuguese language, both 
the text and music were composed by native Portuguese speakers. Unfortunately, as 
we have seen their collaboration only produced two works that did not yield the 
continuation of a tradition at Teatro de São Carlos, nor any kind of concrete and 
sustainable aim for opera in Portuguese. However, it is possible to consider them 
together and draw some partial conclusions about the short tradition, which may in 
fact represent more the creative vision of a single, if extraordinary, collaborative 
“team” rather than the beginning a true “genre”.  
           Contemporary audiences both in Brazil and Portugal may find the idea of a text 
resulting of a collaboration between a Brazilian mulatto poet and one of the most 
important composers in the Portuguese court and director of the Royal theater 
especially appealing and exotic. More importantly, however, is that these works are 
the result of this successful experience that left two works in late eighteenth-century 
style that can be modernly integrated to the repertory in Portuguese language, with all 
the performance issues that are still to be solved. Especially as Portugal and Brazil 
search for solutions on how to sing in historical and modern Portuguese with different 
accents and regionalisms, we hope that the addition of A Saloia Namorada to the 
repertory will contribute to this developing discussion. In the end, this farça -- well 
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beyond its intrinsic “artistic value” -- can increase our understanding for the revival of 
entremezes with music that is already taken place in the Portuguese and Brazilian 
universities and theaters. 
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Appendix I: Tables of musical structures of Portuguese Serenatas 
 
 
Table 11 Appendix I.1: Sousa Carvalho- Penelope (1782) 
 
Penelope 
 
Dramma per Musica 
Per celebrar il felicissimo giorno natalizio di Sua 
Maesta Fedelissima L’Augusta 
Donna Maria I 
Regina di Portugallo degli Algarve, etc. 
Li 17 Decembre 1782 
Del Sig. Giovanni de Souza Carvalho 
 
Characters and voice type: 
 
Penelope- Soprano 
Ulisse -  soprano   
Erigone - soprano 
Euristeo - alto      
Icario- tenor  
Orchestra (as appears in the score): 
Oboe 
Fagotti 
Corni in E lafa 
Trombe in Bfa 
Violini  
Viole 
(Basso) 
 
Manuscript of Biblioteca Palacio da Ajuda Library Cod. Mus.48_I-44 and 48I-45 
  Roles 
and scene 
description 
Key    Time  
signature 
Sections Parts 
as ordered in the 
manuscript 
Page 
Sinfonia Movement A 
Movement B  
Movement C 
Bb 
 Eb 
Bb 
C 
3/4 
C 
Allegro con molto spirito 
And.no con moto  
Allegro come prima  
Oboe 
Fagotti 
Corni in E lafa 
Trombe in Bfa 
Violini  
Viole 
(Basso) 
1v 
13r 
17v 
(1a) 
 
Scena I 
Ulisse, e 
Euristeo su 
la soglia 
           rec secco  27r 
  
 
 
245 
1b Aria Euristeo D C Allegro  Oboe 
Trombe in Dlasolre 
Violini  
Viole 
Euristeo 
(Bassi) 
29v 
2a Scena II 
Ulisse solo,  
 
 C Recc acompagnato Violini 
Viola 
Ulisse 
(basso) 
53r 
3a Scena III 
Icario, e 
detto 
  Rec secco  57r 
4a Scena IV 
Penelope, e 
detti 
 C Rec secco   58v 
4b Aria Ulisse Eb 2/4 
C 
3/8 
C 
Larghetto cantabile 
Allegro (recitativo 
accomp) 
And.no 
Allegro 
 
Violini 
Viola 
Ulisse 
(baixo) 
60r 
62v 
63r 
63v 
5a Scena V 
Icario, e 
Penelope  
          Rec secco  68v 
6a Scena VI 
Penole, poi 
Erigone 
  Rec secco  69r 
6b Rec Penelope D C Allegretto   recc 
accompagnato 
Violini  
Viole  
Penelope 
(Bassi) 
70v 
6c 
 
 
Aria Penelope G C 
 
Allegro moderato 
 
Violini  
Viole  
Penelope 
(Bassi) 
73v 
7a Scena VII 
Erigone, poi 
Euristeo 
  Rec secco  83v 
8a Erigone sola D   C Recitativo 
accompagnato – 
Allegro vivace 
Violini 
Viole 
Erigone 
(bassi) 
84v 
8b Aria Erigone F            3/4 And.no con moto 
Allegro 
Traversieri 
Corni in Ffaut 
Violini 
Viole 
Erigone 
(bassi) 
88r 
95v 
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9a 
 
 
Fim da 
Parte I ? 
Scena IX 
Coro 
Bb  C Allegro 
 
Traversieri e, 
Oboe 
Trombe lunghe in Bfa 
Corni in Elafa 
Violini 
Viola 
Penelope 
Ulisse, ed Erigone 
Euristeo 
Icario 
(basso) 
105r 
PARTE II 
? 
9b 
Ulisse   Recc seco  Livro 2 
1r 
9c (duetto 
Ulissee 
Penelope) 
F C Larghetto Traversieri 
Violini 
Viola 
Penelope 
Ulisse 
(basso) 
2r 
9d Icario, Ulisse, 
Penelope 
  Rec secco  7r 
9e 
 
Aria Ulisse g C Allegro assai agitato Violini 
Viole 
Ulisse 
(basso) 
10v 
10a Icario, e 
Penepole (sic) 
  Recitativo secco Continuo 21v 
10b Aria Penelope Eb 
Bb 
Eb? 
Eb 
¾ 
C 
¾ 
C 
Larg.to non molto 
Allegro  
Larghetto 
Allegro 
Oboe 
Corni Elafa 
Violini 
Viole 1 
Viole 2 
Penelope 
(basso) 
24r 
27v 
34v 
37r 
10c? Icario solo Eb C Recitativo 
accompagnatto - Largo 
Violini 
Viole 
Icario solo 
(basso) 
44v 
10d Aria Icario D C Allegro Oboe 
Trombe lunghe in 
Dlasolre 
Corni in Dlasolre 
Violini 
Viole 
Icario 
(Basso) 
49r 
12a Scena XII 
Erigone poi 
Euristeo  
  Rec secco  65v 
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13a Scena XIII 
Erigone poi 
Ulisse, e 
Penelope 
    66v 
14a Scena XIV   Rec secco  67v 
14b  Terzetto c C Allegro  Traversieri 
Corni in Elafa 
Violini 
Viole 
Penelope 
Ulisse 
Icario 
(Basso) 
69r 
15a Scena ultima 
Li suddetti 
  Rec secco continuo 91v 
15b Coro C 3/4 Andante Traversieri 
Oboe 1 e 2 
Trombe lunghe 1 e 2 
Corni, in C sol fa ut 
Violini 
Viola 
Penelope 
Ulisse e, Erigone 
Euristeo 
Icario 
(Basso) 
93r 
16a Licenza G C  Andante (rec accomp) Violini 
Viole 
Ulisse 
(basso) 
99r 
16b Coro D C Allegro con brio Traversieri 
Oboe 1 e 2 
Trombe lunghe 1 e 2 
Corni, in C sol fa ut 
Violini 
Viola 
Penelope 
Ulisse e, Erigone 
Euristeo 
Icario 
(Basso) 
105rr 
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Table 12 Appendix I.2: Cordeiro da Silva - Salome (1783) 
 
Salome madre de sette martiri Maccabei 
Oratorio a 5 Voci 
Lisbon March 21st 1783 
Music: João Cordeiro da Silva (fl 1756–1808) 
Libretto: Gaetano Martinelli (1764 – 1795) 
  
Characters and voice type: 
 
Salome  - soprano 
Giaccobe - soprano                                                                                                                                              
Simone   - soprano                                                                                                                                             
Matatia   - alto                                                                                                                                                  
Antioco  - tenor                                                                                                                     
Orchestra (as appears in the score): 
 
Violini  (I and II)                                                                                                                                         
Viola                                                     
Bassi tutti                                                                                                                                                 
Flauti                                                                                                                                               
Oboe                                                                                                                                                                
Fagotti                                                                                                                                                               
Corni                                                                                                                                                             
Trombe lunghe 
 
 
Manuscript of Biblioteca Palacio da Ajuda Lib. 48-VI-14 and 48-VI-15 
No scenes 
division in 
the 
musical 
manuscrip
t 
 Roles 
and scene 
description 
Key    Time 
signatur
e  
Sections Parts 
as ordered in the 
manuscript 
Page 
Overtura  c 
minor 
 
G 
(dom.)       
  
C 
 
Largo 
Allegro moderato 
Largo 
Allegro moderato 
Flauti 
Oboe 
Corni in Ela Fa 
Violini 
Viola 
Fagotti 
[Bassi] 
1v 
8v 
 Matatia 
[recitativo accomp] 
E flat        2/2 Largo Violini       [fagotti soli] 
Viola 
[bassi] 
9r 
 Matatia 
[aria] 
E flat 2/4 
3/8 
2/4 
Largo cantabile 
Andantino 
Come prima 
Violini 
Viole 
Orgonte 
[Bassi] 
16v 
 Simone, Matatia ed 
Salome 
[rec. secco] 
E flat   [continuo] 
 
22r 
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 Salome 
[rec. accomp.] 
E flat C [ no ind. ] Violini 
Viole 
Simone 
[Bassi] 
25r  
 Salome 
[aria] 
c 
minor 
C Allegro maestoso Oboe 
Corni in Bfa 
Violini 
Viole 
Salome 
Violoncello 
[Bassi] 
32r 
 Simone 
[recitativo secco] 
 
   [continuo] 47v 
 Simone 
[recitativo 
accomp.] 
g 
minor             
C  [ no ind.] Violini 
Viole 
Simone 
[Bassi] 
48v  
 Simone 
[aria]  
B flat C Allegro  Oboe 
Corni 
Fagotti 
Violini 
Viola 
[Bassi] 
49v 
 Matatia ed Salome 
[rec. accomp.] 
Eb M C Largo Violini 
Viole 
Simone 
[Bassi] 
66r 
 Antioco ed 
Giaccobe 
[recc. secco] 
   [continuo] 68v 
 Antioco 
[rec. accomp.] 
D C Allegro 
Andante 
Allegro 
Violini 
Viole 
Antioco 
[Bassi] 
71r 
 Antioco  
[aria] 
G        
g 
minor 
G 
3/4    
3/8  
3/4 
Allegro 
Andante 
Come prima 
Violini 
Viole 
Antioco 
[Bassi] 
73r 
 Salome ed 
Giaccobe 
[rec. accomp.] 
c 
minor              
C Andantino Oboe 
Violini 
Viole 
Fagotti 
Salome 
Giaccobe 
[Bassi] 
81r 
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 Salome  ed 
Giaccobe 
[rec. secco] 
 
                    
                    
                    
                    
  
  
 
continuo 85r 
 
 
Giaccobe 
[rec. accomp.] 
D C Allegro 
Larghetto 
Violini 
Viola 
Giaccobe 
[Bassi] 
87v 
[end of first 
part] 
Giaccobe  
[aria] 
F 
f 
minor 
F 
C 
3/8  
C 
Allegro ma non 
molto 
Andantino 98r 
Come prima  100v 
Oboe 
Corni 
Violini 
Viole 
Giaccobe 
[Bassi] 
89r 
[PARTE 
SECONDA] 
Antioco, Giaccobe 
[rec. secco] 
F - b 
minor 
C 
 
 continuo 
 
1r 
 
 
[Antioco, ed 
Salome] 
[rec. accomp.] 
G - D C [ no ind.] Violini        
Viole 
Antioco ed Salome 
[Bassi] 
3v 
 Salome 
[aria] 
g 
minor             
C Allegro agitato Violini       
Viola 
Salome 
[bassi] 
7r 
 Antioco 
[rec. accomp.] 
B flat 
6 
C Allegro assai Violini 
Viole 
Antioco 
[Bassi] 
15r 
 Antioco 
[aria] 
D C Allegro con spirito Oboe 
Corni  
Violini 
Viola 
Antioco 
[Bassi] 
16v 
 Salome ed 
Giaccobe 
[rec. accomp.] 
B flat C Larghetto 
[flauti ed fagotti 
obbligati] 
Allegro 
Larghetto 
Flauti 
Corni in Ffaut  
Violini 
Viola 
Fagotti 
Salome 
[Bassi] 
29v 
 
 
37v 
38v 
 Salome ed 
Giaccobe 
[Duetto] 
B flat 2/4 Larghetto  
 
Allegro 
 
Come prima 
 
Allegro 
Flauti 
Oboe [fagotti] 
Corni in Ffaut  
Violini 
Viola 
Fagotti 
Salome 
[Bassi] 
41r 
 
47v 
 
53r 
 
53v 
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 Salome ed 
Giaccobe 
[rec. accomp.] 
G C Larghetto Flauti 
Oboe [fagotti] 
Corni in Ffaut  
Violini 
Viola 
Fagotti 
Salome 
[Bassi] 
59r 
 Simone  
[rec. accomp.] 
D 
dim. 
 
A 
dim. 
C Allegro con spirito 
 
No tanto allegro 
 
Largo 
 
Allegro 
 
Largo 
Violini  
Viola 
Simone 
[bassi] 
61r 
 
66r 
 
68r 
 
68v 
 
69v 
 Coro D’Israeliti  C Allegro moderato Flauti 
Oboe 
Corni 
Violini 
Viola 
[soprano] 
[alto] 
[tenor] 
[basso] 
[Bassi] 
70r 
76r 
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Table 13 Appendix I.3: Sousa Carvalho - Tomiri (1783) 
Tomiri Amazzone Guerriera 
Dramma per musica, Lisbon 1783 
Music: João de Sousa Carvalho (1747 – 1798) 
Libretto: Gaetano Martinelli (1764 – 1795) 
 
Characters and voice type: 
 
Tomiri  - soprano                                                                                                                                              
Trasimene  - soprano                                                                                                                                        
Orgonte - soprano                                                                                                                                             
Fanete   - alto                                                                                                                                                   
Arbante  - tenor                                                                                                                                               
Orchestra (as appears in the score): 
 
Violini (I and II)                                                                                                                                                                                                   
Viole                                     
Bassi tutti                                                                                                                                                   
Oboe                                                      
Fagotti                                                                                                                                                               
Corni                                                                                                                                                             
Trombe lunghe 
 
 
 
Manuscript of Biblioteca Palacio da Ajuda Library Cod. Mus. 48-I-28 and 48-I-29 
  Roles 
and scene 
description 
Key    Time  
signature 
Sections Parts 
as ordered in the 
manuscript 
Page 
Sinfonia Movement A 
Movement B  
Movement C 
F 
Bb  
F          
C 
2/4 
2/4 
Allegro con spirito 
Andante con moto 
Allegro vivo 
Oboe 
Corni in Bfaut 
Fagotti 
Violini 
Viole 
Bassi tutti 
1v 
13v 
20r 
Scena I 
(1a) 
Trasimene ed 
Orgonte 
[Recitativo 
secco] 
C           C  Continuo 23r 
(1b) Orgonte 
[recitativo 
accompagnat
o] 
E flat  [no indication] Violini 
Viole 
Orgonte 
[Bassi] 
32r 
(1c) Orgonte 
[aria] 
E flat C Allegro Violini 
Viole 
Orgonte 
[Bassi] 
34r 
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Scena II 
(2a) 
Trasimene 
[rec. accomp.] 
c minor C Andantino Violini 
Viole 
Trasimene sola 
[Bassi] 
45r  
(2b)  Trasimene 
[aria] 
B flat C Allegro Oboe 
Trombe in Bfa 
Violini 
Viole 
Trasimene 
[Bassi] 
48v 
Scena III 
(3a) 
Coro B flat C Allegro Spiritoso Oboe 
Trombe in Bfa 
Fagotto 
Violini 
Viola 
Tomiri, ed Trasimene 
Orgonte 
Fanete 
Arbante 
[Bassi] 
70r 
(3b) Tomiri 
[rec. accomp.] 
E flat        C Andante Violini 
Viole 
Tomiri 
[Bassi] 
84r  
(3c) Coro B flat C Allegro spiritoso Oboe 
Trombe in Bfa 
Fagotto 
Violini 
Viola 
Tomiri, ed Trasimene 
Orgonte 
Fanete 
Arbante 
[Bassi] 
87r 
(3d) Tomiri, 
Fanete, e 
Orgonte 
[rec. secco] 
   Continuo 89r 
(3e) Tomiri 
[aria] 
C C Allegro spiritoso Oboe 
Trombe in Csolfaut 
Fagotto 
Violini 
Viole 
Tomiri 
[Bassi] 
92r 
Scena IV 
(4a) 
Orgonte, poi 
Arbante 
[Rec. secco] 
D6 C  Continuo 114r 
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(4b) Orgonte, 
Arbante 
[rec. accomp.] 
E flat   Allegro 
Allegro spiritoso 4 - 20 
Violini 
Viola 
Orgonte 
[Bassi] 
115v 
(4c) Arbante 
[aria] 
g  minor 3/4 Andante Violini 
Viole 
Arbante 
[Bassi] 
120r 
Scena V   
(5a) 
Orgonte poi 
Trasimene 
[Rec. 
accomp.] 
G 
                    
                    
                    
                    
  
C Andantino 
 
Violini 
Viole 
Orgonte poi 
Trasimene 
[Bassi tutti] 
123v 
(5b)  
 
Orgonte 
[aria] 
F  C Cantabile Oboe 
Corni in Ffaut 
Fagotti 
Violini 
Viole 
Orgonte 
[Bassi] 
134r 
Scena VI 
(6a) 
Trasimene 
[rec. accomp.] 
d minor C Andante Violini 
Viola 
Trasimene 
[Bassi] 
158r 
(6b) 
End 
PARTE 
PRIMA 
Trasimene 
[aria] 
A 2/4 Andante sostenuto Violini 
Viola 
Trasimene 
[Bassi] 
162v 
Scena VII 
(7) 
 
Tomiri, ed 
Arbante 
[rec. secco] 
D6 C  Continuo 1r 
Scena VIII 
(8a) 
Orgonte, e 
detti 
[rec. secco] 
G C  Continuo 2v 
(8b) Orgonte 
[rec. secco] 
D C Allegro Violini 
Viole 
Orgonte 
[Bassi] 
5r 
(8c) Tomiri, 
Orgonte, 
Arbante 
[Terzetto] 
G C Allegro  Oboe 
Corni in GSolreut 
Violini 
Viole 
Tomiri 
Orgonte 
Arbante 
[Bassi] 
8v 
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Scena IX 
(9a) 
Tomiri ed 
Fanete 
[rec. secco] 
D6 C  Continuo 39v 
(9b) Fanete 
[aria] 
E flat 2/4 Larghetto ma poco Violini 
Viole 
Fanete 
[Bassi] 
41v 
Scena X 
(10) 
Trasimene, e 
Tomiri 
[rec. secco] 
Eb C  continuo 48r 
Scena XI 
(11a) 
Tomiri  
[rec. accomp.] 
B flat C Andante con moto Oboe 
Corni in Elafa 
Fagotti 
Violini 
Viole 
Tomiri 
[Bassi] 
49v 
(11b)  Tomiri 
[aria] 
E flat C Allegro non tanto Oboe 
Corni in Elafa 
Fagotti 
Violini 
Viole 
Tomiri 
[Bassi] 
62r 
Scena XII 
(12) 
Arbante, e 
Fanete 
[rec. secco] 
D6 C  continuo 82v 
Scena XIII 
(13) 
Orgonte e 
detti 
[rec. secco] 
B flat C  continuo 82r 
Scena XIV 
(14a) 
SCENA 
ULTIMA 
Tomiri e detti 
[rec. accomp.] 
D C     
(14b)  
 
Coro E flat C Allegro con spirito Trombe lunghe in Bfa 
Corni in Elafa 
Oboe 
Violini 
Viole 
Tomiri, e Trasimene 
Orgonte 
Fanete 
Arbante 
[Bassi] 
84r 
LICENZA 
(15a) 
Orgonte 
[rec.accomp.] 
C6  [no ind.] Violini 
Viole 
Orgonte 
[Bassi] 
91r 
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(15b) Coro D C Allegro con molto 
spirito 
Trombe Lunghe in 
Dlasolre 
Oboe 
Violini 
Viole 
Tomiri, e Trasimene 
Orgonte 
Fanete 
Arbante 
[Bassi] 
94r 
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Table 14 Appendix I.4: Leal Moreira - Siface e Sofonisba (1783) 
 
 
Siface e Sofonisba 
Musica Del Sig. Antonio Leal Moreira 
Characters and voice type: 
 
Sofonisba - Soprano 
Siface - soprano 
Massimina -  soprano   
Valerio - alto      
Scipione - tenor        
Orchestra (as appears in the score): 
Trombe in Csolfaut 
Corni in Ffaut 
Traversieri 
Oboe (con traversieri) 
Violini  
Viole 
(Basso) 
 
                                                                                          
Manuscript of Biblioteca Palacio da Ajuda Library Cod. Mus.48_II-22 and 48-II-23 
  Roles 
and scene 
description 
Key    Time  
signature 
Sections Parts 
as ordered in the 
manuscript 
Page 
Sinfonia Movement 
A 
Movement 
B  
Movement 
C 
 
Attacca 
Subito il 
Reccitattivo 
F 
dF 
C 
3/4 
3/8 
Allegro con spirito 
Andante (cordas) 
Allegro con brio 
Trombe in Csolfaut 
Corni in Ffaut 
Traversieri 
Oboe (con traversieri) 
Violini  
Viole 
(Basso) 
1v 
12v 
17v 
(1a) 
 
Scena I 
Siface  
           rec accompagnato Violini 
Viole 
Siface 
Allegro 
23r 
2a Marcia D C/   2/2 Andante moderato Trombe in Dlasolre 
Corni in dlasolre 
Oboe 
Fagotto 
Violini  
Viole 
(Bassi) 
29r 
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2b Coro 
 
Attaca subito 
il recitativo 
 
D C Allegro con spirito Trombe in Dlasolre 
Corni in dlasolre 
Oboe e Traversieri 
Violini 
Viola 
Sofonisba e Massimina 
Siface 
Valerio 
Scipione 
(basso) 
32r 
2c Scipione D C Rec accomp  40r 
3a Scena III 
Massimina, 
poi Valerio e 
detto 
  Rec secco   42r 
3b Aria 
Massimina 
Bb C Allegro maestoso 
 
Violini 
Viola 
Massimina 
(baixo) 
44v 
4a Scena IV 
Scipione, ed il 
suo seguito  
 
Attaca subito 
il Coro 
          Rec secco  52r 
4b Coro C 3/4 Andante Trombe in Dlasolre 
Corni in dlasolre 
Oboe e Traversieri 
Violini 
Viola 
Sofonisba e Massimina 
Siface 
Valerio 
Scipione 
(basso) 
53r 
5a Scena V 
Valerio, 
Scipione, indi 
Siface 
  Rec secco  55r 
6a 
 
 
Siface solo 
 
 
Attaca subit 
L’aria 
Eb C 
 
Largo  - rec accomp. 
 
Corni in Elafa 
Oboe 
Violini  
Viole  
Siface  
(Bassi) 
57r 
6b Aria Siface  Eb C Allegro moderato Corni in Elafa 
Oboe 
Violini  
Viole  
Siface  
(Bassi) 
82v 
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7a Scena VII 
Sofonisba, e 
Massinissa 
 
Attaca sub 
l’aria  
  Rec secco  82v 
7b Aria 
Sofonisba  
C       C Allegro Violini 
Viole 
sofonisba 
(bassi) 
84v 
8a Scena VIII 
Massinissa, 
poi Valerio 
  Rec secco 
 
 92r 
9a Scena IX 
Valerio solo 
Bb C Recc acoomp - 
allegro 
Violini 
Viole 
Valerio 
(basso) 
93v 
9b 
 
 
 
Fim da 
primeira 
parte 
Aria Valerio Bb 2/4 
C 
Andante  
Allegro 
 
Corni in Ffaut 
Traversieri 
Violini 
Viola 
Valerio 
(basso) 
98r 
108v 
10a Scena X 
Massinista, e 
Sofonisba  
  Rec secco  Livro 2 
1r 
11a 
 
Scena XI 
Sciface, indi 
scipione  
  Rec secco  2r 
11b Aria 
Sofonisba 
g C Allegro agitato Violini 
Viole 
Sofonisba 
(basso) 
4v 
12a Scena XII   Rec secco  12r 
13a Scena XIII 
Scipione solo 
C C Recitativo 
accompagnatto - 
Allegro 
Violini 
Viole 
Scipione 
(basso) 
14r 
13b Aria Scipione G C Allegro maestoso Corni in Dlasolre 
Oboe 
Violini 
Viole 
Scipione 
(Basso) 
17r 
14a Scena XIV 
Sofonisba, 
poi Siface  
  Rec secco  36v 
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14b Sofonisba F C Largo – rec 
accopmagnato 
Allegro – rec accomp 
(em Bb) 
Largo (como no 
inicio) 
Viole sole (1 e 2 em 
linhas sep) 
Fagotti soli (1 e 2 em 
linhas sep) 
Violini 
Sofonisba 
(basso) 
37v 
43v 
47v 
14c Aria 
Sofonisba 
F 2/4 
C 
2/4 
C 
Largo 
Allegro (em Do M) 
Largo (modulatorio) 
Allegro (Fa M) (nova 
ideia) 
Viole sole (1 e 2 em 
linhas sep) 
Fagotti soli (1 e 2 em 
linhas sep) 
Violini 
Sofonisba 
(basso) 
49r 
52v 
56v 
59r 
15a  Scena XV 
Massinissa, e 
detti 
  Rec accomp  63r 
15b Aria 
Massinissa 
c C Allegro agitato Violini 
Viole (em 2 linhas) 
Massinissa 
Violoncello 
Bassi 
64v 
16a Siface e 
Sofonisba  
Eb C Largo – rec accomp Violini 
Viole 
Sofonisba 
(basso 
80r 
16b Dueto 
Sofonisba e 
Siface 
Eb 
(Bb) 
3/4 
C 
Largo 
Allegro 
Piu allegro 
Violini 
Viole 
Sofonisba 
Siface 
(basso) 
82r 
88r 
96r 
17a Scena Ultima, 
Tutti 
  Rec secco  101v 
17b  Coro Bb C Allegro Trombe Lunghe in Bfa 
Corni in Elafa 
Oboe e Traversieri 
Violini 
Viole 
Sofonisba e Massimina 
Siface 
Valerio 
Scipione 
(basso) 
103r 
18a 
LICENZA 
 G C Andante – rec accomp Violini 
Viole 
Siface 
(basso) 
112v 
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18b  D C Allegro con spirito Trombe Lunghe in 
Dlasolre 
Corni in Dlasolre 
Oboe e Traversieri 
Violini 
Viole 
Sofonisba e Massimina 
Siface 
Valerio 
Scipione 
(basso) 
118r 
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Table 15 Appendix I.5: Leal Moreira - Ester (1786) 
 
ESTER 
 
Oratorio Sacro Da Cantarsi Nel Real Palazzo Dell’Ajuda 
Per Celebrare L’Augusto Nome Del Serenissimo Signore 
DON GIUSEPPE 
Principe del Brasile Li 19 Marzo 1786 
 
Music: Antonio Leal Moreira 
Libreto: Gaetanno Martinelli 
 
Characters: 
 
Assuero - soprano 
Ester - soprano 
Aman - tenor 
Mardocheo - alto 
Harbona - soprano      
Athach - soprano 
Orchestra (as appears in the score): 
 
Oboe (I and II) 
Trombe lunghe in Bfá 
Corni in Elafá 
Fagotti (I and II) 
Violini (I and II) 
Viole 
(Bassi tutti) 
 
 
                           
Manuscript of Biblioteca Palacio da Ajuda Library Cod. Mus.48 - II-18 and 48 - II-19 
  Roles 
and scene 
description 
Key    Time  
signatur
e 
Sections Parts 
as ordered in the 
manuscript 
Page 
Introdução  Eb - Bb C 
 
Allegro con 
spirito 
 
Oboe (I and II) 
Trombe lunghe in Bfá 
Corni in Elafá 
Fagotti (I and II) 
Violini (I and II) 
Viole 
(Bassi) 
1v 
10v 
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(1a) Coro 
 
Athach/Harbon
a 
Ester 
Assuero 
Mardochèo 
Aman 
Eb         3/4 Largo Traversieri (I and II) 
Fagotti (I and II) 
Violini (I and II) 
Viole 
Athach/Harbona 
Ester 
Assuero 
Mardochèo 
Aman 
(Bassi) 
11r 
16v 
 
1b 
Recitativo 
Recitativo 
Mardochèò 
G6 - g C Rec. secco Mardochèo 
(Bassi) 
17r - v 
1c 
Recitativo 
accompagn
ato 
Recitativo 
Mardochèo 
 
Eb         C Recc. 
acompagnato 
Largo 
Traversiero solo 
Fagotto solo 
Violini 
Viola 
Mardochèo 
(basso) 
18r   
22v 
1d Coro Athach/Harbon
a 
Ester 
Assuero 
Mardochèo 
Aman 
   Traversieri (I and II) 
Fagotti (I and II) 
Violini (I and II) 
Viole 
Athach/Harbona 
Ester 
Assuero 
Mardochèo 
Aman 
(Bassi) 
23r 
24v 
1e 
Recitativo 
secco 
Athach e detto C6  
Eb 
 
 Rec. secco   25r 
28v 
1f Coro Athach/Harbon
a 
Ester 
Assuero 
Mardochèo 
Aman 
Eb 3/4 
 
Largo 
 
Traversieri (I and II) 
Fagotti (I and II) 
Violini (I and II) 
Viole 
Athach/Harbona 
Ester 
Assuero 
Mardochèo 
Aman 
(Bassi) 
29r 
32v 
1g 
Recitativo 
accompagn
ato 
Recitativo 
Mardochèò 
C C 
 
Rec. 
acompagnato 
Allegro 
Violini (I and II) 
Viole Mardochèo solo 
(Bassi) 
33r 
36v 
1h Aria Aria 
Mardochèo 
F C 
 
Allegro maestoso 
 
Violini (I and II) 
Viole Mardochèo solo 
(Bassi) 
37r 
42v 
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2a 
Recitativo 
secco 
Rec. Aman, ed 
Harbona 
D6 - G  Rec. secco Violini  
Viole  
Penelope 
(Bassi) 
43r 
46r 
2b  Aria 
 
Aria Aman G 2/2 
 
Poco allegro 
 
Violini (I and II) 
Viole  
Aman solo 
(Bassi) 
46v 
51r 
3a  
Recitativo 
secco 
Assuero, 
Harbona, poi 
Etser scortata 
da due Acelle 
C6 - C6 
 
 Rec secco  51v 
52r 
3b 
Recitativo 
accompagn
ato 
Assuero, Ester D6 - C  C Recitativo 
accompagnato 
and secco in the 
following 
Violini 
Viole 
Assuero and Ester 
(bassi) 
52v 
55v 
3c Aria Aria Assuero C        
g minor 
2/4 
C 
Cantabile 
Allegro 
Traversieri 
Fagotti 
Trombe lunghe in Csolfaut 
Violini 
Viole 
Assuero 
(bassi) 
56r 
60v - 
68v 
4a 
Recitativo 
accompagn
ato 
 
 
Ester D6 - A C Recitativo 
accompagnato 
Allegro - 
Larghetto - 
Allegro 
 
Violini 
Viole 
Ester 
(bassi) 
69r 
71r 
4b Aria Aria Ester A 2/2 
 
Andante Violini 
Viole 
Ester 
(bassi) 
71v 
75r 
5a 
Recitativo 
secco 
Harbona, e 
Mardocheo 
D6 - D  Recitativo secco  75v  
78r 
5b 
Recitativo 
accompagn
ato 
Mardocheo 
solo 
g  Recitativo 
accompagnato 
 
 
Oboe 
Fagotti 
Corni in Elafa 
Violini (I and II) 
Viole 
Mardocheo solo 
Bassi 
78v 
84r 
5c Aria 
 
END OF 
PART I 
 
Aria 
Mardocheo 
 
End of Part I 
Eb C Allegro Oboe 
Fagotti 
Corni in Elafa 
Violini (I and II) 
Viole 
Mardocheo solo 
(Bassi) 
84v 
95v 
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6a PART II Assuero, ed 
Harbona 
C6 - D 
 
 Recitativo secco Continuo 1v 
3v 
6b 
Recitativo 
accompagn
ato 
Recitativo 
Aman 
 
D 
a 
B6 
A 
C 
 
 
Andante 
moderato 
Allegro 
Andante 
moderato 
Allegro 
Violini 
Viole 
Aman 
(bassi) 
Added in the last allegro 
Oboe 
Trombe lunghe in Dlasolre 
4r 
5v 
7r 
7v 
6c Aria Aria Aman D C Allegro, con 
spirito 
Oboe 
Trombe lunghe in Dlasolre 
Violini (I and II) 
Viole 
Aman 
(Bassi) 
9v 
15r 
7a 
Recitativo 
accompagn
ato 
Recitativo 
Harbona 
D C Recitativo 
accompagnato 
Allegro 
Traversieri 
Oboe 
Trombe lunghe in Dlasolre 
Corni in Dlasolre 
Violini 
Viole 
Harbona 
(Bassi) 
15v 
21v 
7b Aria Aria Harbona  G C Allegro Violini 
Viole 
Harbona 
(Bassi) 
22r 
28r 
8a 
Recitativo 
 Mardocheo, e 
detto 
A6  Recitativo secco  28v 
30r 
8b 
Recitativo 
Mardochèo 
Recitativo 
Mardochèò 
Bb C 
 
Recitativo 
accompagnato 
Larghetto ma 
poco 
 
Violini 
Viole 
Mardochèo 
(Bassi) 
30v 
33v 
8c Aria  Aria 
Mardochèo 
d minor 2/2 
 
Andante agitato Violini 
Viole 
Mardochèo 
(Bassi) 
34r 
39r 
9a 
Recitativo 
Assuero, Ester, 
ed Aman 
  Rec secco continuo 39v 
41r 
9b 
Recitativo 
accompagn
ato 
Recitativo 
accompagnato 
Aman and 
Ester 
 
D6 - F C 
 
(no tempo 
indication) 
Violini 
Viole 
Aman and Ester 
(Bassi) 
41r 
42v 
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9c Aria  Aria Assuero Bb C Allegro Trombe lunghe 
Oboe (I and II) 
Violini (I and II) 
Viole 
Assuero 
(basso) 
43r 
55r 
10a 
Recitativo 
Recitativo 
Ester, ed Aman 
  Recitativo secco  55v 
58v 
10b Aria Aria Ester F C 
 
Allegro 
 
Traversieri soli (I and II) 
Fagotti soli (I and II) 
Corni in Ffaut 
Violini (I and II) 
Viole 
Ester 
(Bassi) 
59r 
73v 
11a 
Recitativo 
Recitativo 
Harbona, poi 
Mardochèo, e 
detti 
 
  Recitativo secco  74r 
76v 
TWO 
PAGES 
BLANK 
      
11b Coro Coro D C 
 
Allegro non 
molto 
Trombe lunghe in Dlasolre 
Corni in Dlasolre 
Oboe (I and II) 
Violini (I and II) 
Viole 
Harbona 
Ester, ed Assuero 
Mardochèo 
Aman 
(basso) 
78r 
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Table 16 Appendix I.6: Leal Moreira - Gli eroi spartani (1788) 
 
 
Gli Eroi Spartani 
Dramma per musica, Lisbon 1788 
Music: Antonio Leal Moreira (1758 – 1819) 
Libretto: Gaetano Martinelli (1764 – 1795) 
Characters and voice type: 
 
Ismene – Soprano                                                                   
Eurimaco – Soprano                                                              
Archidamo – Alto                                                                  
Alcibiade – Alto     
Lisandro – Tenor     
Orchestra (as appears in the score): 
 
Violini I and II  
Viole
Bassi tutti
Traversieri 
Oboe                                                                                                
Corni                                                                                                 
Trombe lunghe and Trombini 
 
 
                                                          
Manuscript of Biblioteca Palacio da Ajuda Library Cod. Mus. 48-II-16 and 48-II-17 
  Roles 
and scene 
description 
Key    Time  
signature 
Sections Parts 
as ordered in the 
manuscript 
Page 
Sinfonia  G              
G              
Eb            
G              
e   
G              
G              
G        
G           
C 
6/8 
C
6/8 
C 
6/8 
C 
6/8 
C 
Allegro con spirito 1- 81      
Andante grazioso 82 – 89     
Primo tempo 90 – 100           
Andante grazioso 101 – 
116 
Primo tempo 117 – 130 
Andante grazioso 131 – 
149 
Primo tempo 150 – 155 
Andante grazioso 156 – 
159 
Primo tempo 160 - 196 
Trombe in Dlasolre,  
Oboe 
Corni in Gsolreut  
Traversieri 
Violini 
Viole 
Bassi tutti 
1r 
Scena I (1) Eurimaco, ed 
Archidamo 
in atto 
dibattersi 
C           C Allegro (rec. acc.) 1- 30 Violini 
Viole 
Bassi tutti 
23r 
Scena II 
(2) 
Lisandro, 
edetti 
(Recitativo 
secco) 
D  
Bb 
  Continuo 25v  
Scena III 
(3a) 
Ismene, edetti 
(Recitativo 
secco) 
F/6 
Bb 
  Continuo 26v 
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(3b) (Aria 
Lisandro) 
Bb             C Allegro  Trombini in Bfa 
Violini 
Viole 
Lisandro 
Bassi tutti 
28r  
Scena IV 
(4a) 
Ismene, 
Eurimaco ad 
Archidamo 
(Recitativo 
secco) 
C6   Continuo 49r 
(4b) (Eurimaco, 
Archidamo, 
Ismene)  
G6   
B7 - A          
  Recitativo 
accompagnato 
Larghetto 1 – 3 
Allegro spiritoso 4 - 20 
Violini 
Eurimaco 
Archidamo 
Viole col B –Bassi tutti 
49v 
(4c) (Aria 
Eurimaco) 
D                
D               
D              
C
C
C
Allegro con spirito 1 – 
108 
Piu Allegro 109 - 199 
Recitativo Largo 200 - 
203 
Trombe lunghe in Dlasolre 
Oboe 
Violini 
Viole 
Eurimaco 
Bassi tutti 
51r 
Scena V   
(5a) 
Ismene Sola 
(Recitativo 
accompagnato
) 
d   
                    
                    
                    
                    
F                  
F                  
F                  
Bb                
e      
                    
G                 
6/8 
C
6/8 
C
6/8 
C
6/8
C
C 
6/8 
C
C
Larghetto ma poco 1 – 
10 
Rec.vo  11 
A tempo 12 – 15 
Rec.vo 16 
Rec.vo 17 – 19 
Allegro 20 – 24 
Primo tempo 25 – 28 
Rec.vo 29 – 30 
Allegro 31 – 44 
Primo tempo 45 – 54 
Rec.vo 55 – 56 
Allegro 57 - 65 
Flauto solo 
Violini 
Viole 
Ismene 
Bassi tutti 
73r 
(5b)  
 
(Aria Ismene) g     6/8 
C 
6/8 
C 
Larghetto ma poco 1 – 
62 
Allegro 62 – 72 
Primo tempo 73 – 96 
Allegro 96 - 133 
Flauto solo 
Violini 
Viole 
Ismene 
Bassi tutti 
81v 
Scena VI 
(6a) 
Alcibiade 
(Recitativo 
secco) 
G6   Continuo 98r 
(6b) (Recitativo 
accompagnato
) 
E C Larghetto Violini 
Viole 
Alcibiade 
Bassi tutti 
99r 
(6c) (Aria 
Alcibiade) 
E C 
 
Larghetto 1 – 14 
Allegro 15 – 40 
Primo tempo 41 – 48 
Allegro 49 – 63 
Primo tempo 64 – 70 
Allegro 71 - 125 
Violini 
Viole 
Alcibiade 
Bassi tutti 
100r 
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Scena VII 
(7) 
 
Ismene, e 
detto 
A7 - C  Recitativo secco Continuo 108r 
Scena VIII 
(8a) 
Eurimaco, 
Alcibiade, ed 
Ismene 
(Recitativo 
accompagnato
) 
C - A C Allegro spiritoso Trombe lunghe in Csolfaut 
Oboe 
Violini 
Viole 
------- 
Bassi tutti 
110r 
(8b) (Recitativo 
secco) 
A – c   continuo 116r 
(8c) (Recitativo 
accompagnato 
Eurimaco ed 
Ismene) 
Eb C Largo 1 -  Corni in Elafa 
Oboe 
Violini 
Viole 
Eurimaco 
Bassi tutti 
118r 
(8d)  
 
(Finale 
parte 
prima) 
(Aria 
Eurimaco) 
Eb 
(Bb) 
Eb 
2/4 
C 
2/4 
C 
2/4 
C 
Largo 1 – 66 
Allegro 67 – 113 
Primo tempo 114 – 
124 
Allegro 125 – 136 
Primo tempo 137 – 
144 
Allegro 145 – 173 
Rec.vo 174 – 177 
(fermata) 
(Alegro) 178 - 204 
Corni in Elafa 
Oboe 
Violini 
Viole 
Eurimaco 
Bassi tutti 
122r 
Scena IX 
(9a) 
Ismene, poi 
Archidamo 
Eb7 C -------- 1 – 5 
Larghetto 6 – 9 
Rec.vo 9 - 12 
Violini 
Ismene 
Viola col Basso – Bassi 
tutti 
1v 
(9b) (Recitativo 
secco) 
Bb7 - 
C 
  Continuo 2v 
(9c) (Aria 
Archidamo) 
F 2/4 Andante ma poco 1- 
85 
Allegro 86 – 123 
Piu Allegro 124 - 158 
Violini 
Viole 
Archidamo 
Bassi tutti 
4r 
Scena X 
(10a) 
Ismene Sola 
(Recitativo 
accompagnato
) 
D C Largo 1 – 31 
Allegro 32 - 38 
----- (violini) 
----- (viole) 
Ismene 
Bassi tutti 
13v 
(10b) (Aria Ismene) A C Allegro maestoso  Trombini in Alamire 
Oboe 
Violini 
Viole 
Ismene 
Bassi tutti 
17v 
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Scena XI 
(11) 
Lisandro, poi 
Ismene, indi 
Alcibiade 
(Recitativo 
secco) 
D7 - C   Continuo 43r 
Scena XII 
(12a) 
Alcibiade 
Solo 
(Recitativo 
accompagnato
) 
C - Bb C Allegro Violini 
Alcibiade 
Viole col Basso. Bassi tutti 
46v 
(12b) (Aria 
Alcibiade) 
Bb C Allegro  Trombe lunghe in Bfa 
Oboe 
Violini 
Viole 
Alcibiade 
Bassi tutti 
50r 
Scena XIII 
(13) 
Eurimaco, ed 
Archidamo 
(Recitativo 
secco) 
C6 - C   Continuo 78r 
Scena XIV 
(14a) 
Eurimaco, poi 
Ismene 
(Recitativo 
accompagnato
) 
c  
(C key 
signatur
e)Bb 
C Larghetto 1 – 39 
40  
Violini 
Viole 
Eurimaco 
Bassi tutti 
79v 
(14b)  
 
(Duetto 
Ismene ed 
Eurimaco) 
G 3/4 Larghetto 1- 83 
Andante grazioso 84 – 
101 
Allegro 102 – 117 
Andante grazioso 118 
– 135 
Allegro vivace 136 - 
170 
Corni in Gsolreut 
Traversieri 
Violini 
Viole 
Ismene 
Eurimaco 
Bassi tutti 
85v 
Scena XV 
(15a) 
Lisandro, 
Alcibiade, 
Archidamo, 
e Duei 
Spartani 
A7 - 
C 
 (Recitativo secco) Continuo 106r 
(15b) Coro C 3/4 Allegro maestoso Trombe Lunghe in Csolfaut 
Oboe 
Traversieri 
Violini 
Viole 
Ismene 
Eurimaco 
Archidamo ed Alcibiade 
Lisandro 
Bassi tutti 
107r 
(15c) Recitativo 
(secco) 
C6 – 
A 
  Continuo 110r 
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Scena 
ultima (16) 
Eurimaco, 
Ismene e 
detti 
(Recitativo 
secco) 
E6 - F   Continuo 111r 
Licenza 
(17a) 
Licenza 
(recitativo 
accompagna
to) 
D C Allegro Violini 
Viole 
Eurimaco 
Bassi tutti 
112v 
 
 
 
Coro (17b) Coro D C Allegro con spirito Trombe lunghe in Dlasolre 
Corni in D 
Oboe 
Traversieri 
Violini 
Viole 
Ismene 
Eurimaco 
Archidamo ed Alcibiade 
Lisandro 
Bassi tutti 
118r 
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Appendix II: A Saloia namorada: Transcription of the 
libretto 
 
 
(Page. 1) 
“A Saloia namorada, /ou / o Remedio he casar: / pequena farsa dragmatica / que em sinal 
da sua gratidão / ao obsequio / dos / generosos senhores portuguezes, / offerece, e dedica / 
no dia de seu beneficio / Domingos Caporalini, / e / Miguel Cavanna, / representada por 
elles, e outros socios / da Companhia Italiana / no Theatro de S. Carlos / anno de 1793. // 
Lisboa. MDCCXIII (sic). / Na offic. de Simão Thaddeo Ferreira”. 
 
(Page. 2) (Blank) 
(Page. 3) 
INTERLOCUTORES. // ALBINA, Saloia namorada de Alonso / O Senhor Domingos 
Caporalini. // ALONSO, Castelhano, Musico, Zabumba de certo Regimento / O Senhor 
Franscico Marchesi. // ROSALIA, Castelhana, Linheira, Irmã de Alonso, Namorada de 
Valerio / O Senhor Miguel Cavanna // VALERIO, Taberneiro, prometido Esposo de 
Rosalia / O Senhor Paulo Boscoli. // Musicos do Regimento com Alonso, e dois serventes 
da Taberna. // A Scena se representa em huma Rua, e Taberna de hum dos Bairros de 
Lisboa. // 
 
(Page. 4) 
“A Composição do Drama he de Lereno Selencitino, Socio da Arcadia de Roma. // A 
Musica he do Senhor Antonio Leal Moreira, Mestre do Real Seminario de Lisboa” 
 
(Page. 5) 
 
 
SCENA I. 
 
Rua com huma taberna de hum lado, e defronte a loja de Rosalia ao principio tudo 
fechado. 
 
Albina Saloia com giga de azeitonas apregoando. 
 
Alb.  Quem merca azeitonas novas! 
  Quem merca a rica azeitona! 
  Oh! freguezes! Quem me estreia! 
  Dorme tudo, inda resona 
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  E só eu madrugo tanto! 
  Amor me faz madrugar. ( 1 ) 
  
 Estou doida de amor, mesmo doidinha! 
 Ha já mais de seis mezes, que assim ando! 
 Eu não como, eu não durmo, eu não socego: 
 Inda a manhã lá vem não sei aonde 
 Q’eu tomo a giga, e á Cidade corro. 
                                                             Ah! 
________________________________________________________________________ 
( 1 ) Da hum passeio em modo pensativo. 
 
(Page. 6) 
 
 Ah! se Alonso m’engana, eu morro, eu morro: 
 Este o dia aprazado da licença 
 De ser eu sua Esposa 
 Se tal consigo ah! como sou ditosa! 
 Esta he a sua casa, a sua taberna, 
 Em que elle tem creto, elle almoça. 
 E tudo está fechado! He forte somno! 
 Eu vou bater-lhe á porta.. ( 1 ) Não que temo ( 2 ) 
 Acordar sua irmã, e esta Gallega 
 Mos(f?)ina, endiabrada 
 Quer dar cunhado, e não quer ter cunhada: 
 Darei o meu discante 
 Pode ser que me escute o meu chibante ( 3 ) 
 
  Dos meus males o remedio 
  A Fileno só direi: 
  Se Fileno não vem ver-me, 
  De saudades morrerei. 
  Ah! meu bem, se não te vejo 
  De saudades morrerei. ( 4 ) 
                                                           Qual 
________________________________________________________________________ 
( 1 ) Caminhando para a porta de Rosalia. 
( 2 ) Sustendo o passo. 
( 3 ) Poisa a giga no chão. 
( 4 ) Olhando para as janelas para ver se a chamão. 
 
(Page. 7) 
 Qual abrir as janellas! Dormem todos 
 Talvez que o pobre em casa não dormisse 
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 Não tenho paciencia, e como tarda 
 Vou buscá-lo ao quartel,  vou vê-lo á guarda ( 1 ) 
 
 Quem compra azeitonas novas... 
 
SCENA II. 
 
Valerio ao postigo chamando Albina que se vai. 
 
Val.  Sio, sio, sio 
  Minha joia 
  Sio, sio, sio, 
  O’ Saloia... ( 2 ) 
  O’ Saloia. 
  Não me ouvio 
  Isto he caça de arribada 
  Que deo volta, já fugio. 
 
 
                                                             SCE- 
________________________________________________________________________ 
( 1 ) Põe a giga á cabeça, e vai apregoando. 
( 2 ) Sahindo para fora da porta, até ao meio da rua. 
 
(Page 8) 
 
SCENA III. 
Valerio, querendo retirar-se, Rosalia da sua porta. 
 
Ros. Bons dias, meu Senhor ( 1 ) 
Val. ... Alegres dias. ( 2 ) 
 Ai de mim meus peccados 
 Apanhou-me co’a boca na botija. ( 3 ) 
Ros. O Senhor madrugou, que historia he esta! 
Val. Já não he sedo, venho abrir a loja. 
Ros. Cuida que não o vi, a quem chamava? ( 4 ) 
Val. Chamava, sim chamava... ( 5 ) 
Ros. Chamava, diga quem, falle depressa 
 Se não quer levar quatro taponas. ( 6 ) 
Val. Eu chamava a mulher das azeitonas. ( 7 ) 
Ros. Aquela Saloieta! 
 Gosta della o Senhor? He bem bonita! 
                                                                   Por 
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________________________________________________________________________ 
( 1 ) A Valerio, que se recolhe com cortezia heroica. 
( 2 ) Voltando submisso. 
( 3 ) Á parte. 
( 4 ) Sahe para a Rua chegando-se a Valerio. 
( 5 ) Affastando-se. 
( 6 ) Enraivada. 
( 7 ) Com muita submissão, e medo. 
 
(Page. 9) 
 
 Por ella o casamento se desleixa, 
 Já não he sem rezão (sic) a minha queixa: 
 Mas não ha de zombar assim comigo, 
 Que se eu entro a enfadar-me 
 Verá que sou mulher, e sei vingar-me 
 
  Eu pobre coitada 
  Quieta vivia, 
  Amar não queria, 
  Nem ser nunca amada 
  Em paz discançada, 
  Meu linho cardando; 
  Cedando, fiando 
  Podia passar. 
  Mas veio o Senhor 
  Fallar-me em casar... 
  Fiquei, como as outras 
  Costumão ficar 
  E agora o menino 
  Me quer enganar. 
  Se andar com mais lerias 
  Com essas mocinhas 
  Com estas mãosinhas 
  O hei de esganar. ( 1 ) 
 
                                                              SCE- 
_______________________________________________________________________
_ 
( 1 ) Vai-se. 
(Page 10) 
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SCENA IV. 
 
Valerio só. (sô?) 
 
Val. Eu de boa escapei! Caspité bravo 
 Inda não me casei, já me dá regras 
 E que Furia! Cuidei que me esganava, 
 Mas eu a insinarei: disfaço tudo 
 E o Senhor D. Alonço (sic), 
 Esse Zabumba Mór do Regimento 
 Busque lá quem a ature 
 E noivo paciente lhe procure: 
 Fazeis-me compaixão, pobres maridos! 
 Pois a qualquer raivinha 
 Vai o diacho em casa do Alfacinha 
 Foi Senhor o marido em outros tempos, 
 A moda agora mudou tudo: 
 O marido agora he humilde escravo 
 E o que se cala agora 
 Cuida que tem mulher, e tem Senhora. ( 1 ) 
                                                                           SCE- 
_______________________________________________________________________
_( 1 ) Vai-se. 
 
(Page 11) 
 
SCENA V. 
 
Valerio pondo á porta da Taberna os seus costumados aprestos, vassouras, archotes, pano 
de porta fogareiro, e frigideira para a chanfana. 
 
D. Alonço com seus companheiros Musicos, tocando o Zabumba. 
 
Alonço canta. 
 
  O Maroto do Cupido 
  Emprendeo levar-me á tumba, 
  Nunca cessa de ferir-me, 
  Sempre trus, catrus zabumba, 
  Tumba catumba 
  Sempre zabumba 
  Para ferir mais a geito 
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  As hastes das feras chumba 
  Tantão mais pezão, mais rasgão: 
  Sempre trus, catrus zabumba 
  Tumba catumba, &c. ( 1 ) 
                                                               Alto 
 
_______________________________________________________________________
_( 1 ) Depois de acabar tira o zabumba. 
 
(Page 12) 
 
 Alto lá, camaradas, venha a pinga 
 Q’he da gente de Pisano, e Vaqueta 
 Doce remedio que os trabalhos vinga; ( 1 ) 
 Venham iscas tambem, he esta a meza 
 Que tem servido a muita gente boa: 
 Rapaz, não tragas menos d’um almude 
 Q’eu pela chibantissima Saloia, 
 Pela minha formosa e cara Albina! 
 Hoje quero beber mais de huma tina: 
 Já licença alcancei de recebella. 
 Que gosto! Sim que gosto! 
 Ninguem tem como eu, noiva tão bella. 
 Ora a Deos Catalunha 
 O matrimonio já de ti me afasta: 
 Aqui me hão de cantar o requiescat. 
 Que generosos são os Portuguezes 
 Os homens liberais, as moças bellas. 
 Não ha Povo, não ha melhor do que este 
 Doce abrigo das gentes Estrangeiras 
 Tenho aqui pão, aqui me estabeleço: 
 Gosto da gente, gosto da linguagem: 
 He nobre, he expresiva 
 Bons viveres, bons ares: 
                                                                O 
_______________________________________________________________________
_( 1 ) A hum dos Companheiros Musicos, que parte para a Taberna. 
 
 
(Page 13) 
 O Paiz he fadio, a pinga he boa, 
 Oh! viva Portugal, viva Lisboa. 
 A Deos, ó minha Pátria, 
 Que o meu systema nisto só se enserra, 
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 Aonde me vai bem, he minha terra. 
 
  Amo o povo que alegre me cerca 
  Ao som rouco do grosso zabumba. 
  Vejo, apenas o éco retumba, 
  Ás janellas as moças chegar: 
  Deixão rósas, e meias, e costuras 
  Por meu garbo que as faz encantar. 
  (Cara Albina tu mesma cahiste 
  Neste laços, que amor sabe armar) 
  Com açoite, e vaqueta o zabumba 
  Ninguem sabe melhor fustigar: 
  Eu alegro o quieto Paisano 
  Como animo o feroz melitar. 
 Mas não vem este vinho, estas iscas? 
  Sempre foi contrario o vagar. 
  Camaradas a elles, a elles ( 1 ) 
  Avança a comer, avança a chupar. ( 2 ) 
 
                                                                            SCE- 
_______________________________________________________________________
_______( 1 ) Para os Companheiros. 
( 2 ) Vão-se todos levando o zabumba, e entrando de tropel para a Taberna. 
 
 
(Page 14) 
 
SCENA VI. 
 
Albina só, sem giga com hum papel na mão. 
 
Alb. A Fortuna já tem de mim piedade, 
 Corro ao quartel não acho o meu Alonso, 
 Mas piedoso Soldado a mim se chega, 
 E este papel me entrega ( 1 ) 
 O sobscripto a mim se dirigia, 
 Eu conhecia do meu bem a letra  
 Mas assustado o coração batia. 
 Tremendo a mão medrosa 
 Aos poucos rasga a pegajosa obrêa, 
 E á sábia amiga vou pedir que a lêa; 
 Qual foi o meu transporte 
 Ao ver que era a licença de casarmos, 
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 Não, não posso dizê-lo 
  Se alguem ama como eu póde entende-lo. 
 
  Não ha neste Mundo 
  Ninguem mais ditosa 
  Contente gostosa 
  A meu bem unida 
  Feliz doce vida 
                                                  Fi- 
( 1 ) Beijando o papel. 
 
(Page 15) 
 
  Figuro ter já. 
 E quando vierem  
  Os pecurruxinhos 
  Branquinhos 
  Lourinhos 
  Que gosto será: 
 Mamá dirá hum 
  Diz outro Papá 
  Hum dá-me hum abraço 
  Hum beijo outro dá. 
 Amor tu premeias 
  Huma alma constante, 
  E alguem mais amante 
  Amor não, não ha. ( 1 ) 
 
SCENA VII. 
 
Albina que se vai a retirar, e Rosalia que sahe com mantilha. 
 
Ros. Eu vou ver meu Irmão, e logo venho ( 2 ) 
 Mas cá vem a Senhora, ( 3 ) 
 Que busca ella por aqui agora? 
                                                                        Alb. 
_______________________________________________________________________
_ 
( 1 ) Mette o papel no seio, e quer ir-se. 
( 2 ) Falla para dentro. 
( 3 ) Com raiva e confusão. 
(Page 16) 
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Alb. Aqui vem a maldita da cunhada ( 1 ) 
 E que tal ficará sabendo a história! 
 E por perrice a tola tagarella 
 Quero passar sem fazer caso della 
Ros. Que raiva? Corregeia, e não faz caso 
 Ha de ir tudo em estilhas, tudo raso. 
 
Ros.  Saloia insolente 
  Não tem cortezia! 
Alb.  Mas V. Senhoria 
  Quem he, diga quem? 
Ros.  Mulher de bem sou 
  Ouvio minha joia 
Alb.  Tambem he Saloia 
  Que he gente de bem. 
Ros.  Se mais me roadar 
  Aqui pela porta... 
Alb.  E então que lhe importa 
  Quem vai, ou quem vem. 
Ros.  O Irmão me namora 
  Já sei isto bem. 
Alb.  O Irmão lhe namoro 
  Pois sim faço bem. 
Ros.  Saloia... faz nojo. 
Alb.  Gallega... faz riso. 
 
                                                        Se- 
________________________________________________________________________ 
( 1 ) Vendo Rosalia, e voltando-se. 
 
(Page 17) 
 
a 2  Senhora juizo 
  Daqui tudo vem 
  Cabeça vazia 
  Não val hum vintem. 
SCENA VIII. 
 
Valerio, Alonso, os Musicos, e os Serventes que estão pondo a meza. 
 
Val. Estou muito enfadado 
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 E dou tudo por nullo, e acabado. 
Alons. Não tens razão, amigo, quando ralhão, 
 Então são mais amantes as mulheres, 
 Rosalia minha Irmã, he como as outras. 
 Mas eu co’a pobre pansa dando horas 
 Esto isto aturando 
 Sem me lembrar que tu estás zombando. 
 
Alons.  Ah tu zombas 
  Meu Valerio. 
Val.  Não, Alonso 
  Fallo serio. 
Alons.  De Rosalia és muito amado. 
Val.  Tem hum genio endiabrado. 
Alons.  Casarás, e amansarás 
                                                               He 
 
(Page 18) 
  He antigo este ditado 
  Em casando ha de amansar. 
Val.  Não o creio não o espero 
  Oh! tratemos d’outra cousa 
  Já he tempo de almoçar. 
Alons.  Pois a elle, oh! Camaradas 
  Tu tambem te has de sentar 
  Vem no roixo mar do vinho 
  As tristezas affogar ( 1 ) 
  A pinga he de arromba 
  Bem bom o petisco, 
  Chanfana, ou marisco 
  Convida a chupar 
  D’Albina á saude 
  Vá copo a virar. 
Todos  Vá copo a virar. ( 2 ) 
 
( 3 ) Alb. C’os teus amigos 
  De mim te esqueces 
  Nem me appareces 
  E eu a esperar. 
 Ouve meu rico, 
  Sim, minha joia 
                                                 Tua 
________________________________________________________________________ 
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( 1 ) Vão sentar-se á meza. 
( 2 ) Bebem todos. 
( 3 ) No meio desta algazarra sahe Albina por huma porta contraria, a que ha de dar entrada a Rosalia, e 
todos se levantão. 
 
 
 
(Page 19) 
  Tua Saloia 
  Já separada 
  Não quer estar. 
Alons. Amigo, escuta 
  Como se enfada 
  E não tens nada 
  Que te espantar 
  Assim são todas 
  Em toda parte, 
  Em França, Hespanha 
  Na China, e Russia, 
  Holanda, e Prussia 
  Toda Alemanha 
  E toda Italia 
  Já não se estranha 
  Vê-la ralhar, 
  Não he Rosalia 
  Só singular. 
Alb. Defende a mana 
  o manosinho 
  O’ isto he vinho 
  Que o faz toldar. 
Ros. Oh! tambem entra a Saloia! ( 1 ) 
  Quem a mandou cá entrar ( 2 ) 
Alb. He a dona aqui da casa? 
                                                                 Vá 
________________________________________________________________________
( 1 ) Entra Rosalia, e se admira. 
( 2 ) Para Albina. 
(Page 20) 
 
  Vá Senhora, vá cardar. ( 1 ) 
Ros. Vem ao cheiro, vem ao cheiro. ( 2 ) 
Alb. Calluda que eu chego-lhe. ( 3 ) 
Ros. Ah! chegue, que eu prego-lhe ( 4 ) 
a 2 Saia se he capaz ( 5 ) 
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Alons. Senhoras prudencia 
e          Socego haja paz 
Val. 
Alonç. Se querem, oução-me 
  Haja socego 
  Que eu faço ao rego 
  Tudo chegar. ( 6 ) 
 Nestes raivaços 
  Nada mais vejo 
  Do que o desejo 
  De se arranjar. 
 Albina assusta-se ( 7 ) 
  No seu queixume 
  Porque presume 
  Posso mudar. 
                                                     Ro- 
________________________________________________________________________ 
( 1 ) Para Rosalia partindo com heroico desprezo. 
( 2 ) Para Albina com mofa. 
( 3 ) Partindo para Rosalia. 
( 4 ) Traçando a mantilha a espera. 
( 5 ) São sustidos por Alonso, Valerio, e os Musicos, que se repartem para huma, e outra parte. 
( 6 ) Todos prestão attenção. 
( 7 ) Para a Saloia. 
 
(Page 21) 
 
  Rosalia teme-se ( 1 ) 
  Ardendo em braza 
  Não ter mais casa 
  Que governar 
 Valerio teme-se ( 2 ) 
  De raiva, e ira 
  Com que delira 
  Quem sabe amar. 
 E Amor a todos  
  Vai contentar 
 Acceita, Albina, ( 3 ) 
  Desta alma o imperio: 
  Tu a Valerio ( 4 ) 
  Vai-te entregar. 
 Dizei se tendes 
  Que vos queixar 
Todos  Oh! Que remedio 
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  Tão singular 
  De amor loucuras 
  Será o casar. 
Alb.  Agora só falta 
e a 2 Benignos Senhores, 
Ros.  A vossos favores 
  As graças vir dar. 
                                                    Gra- 
________________________________________________________________________ 
( 1 ) Para a Linheira. 
( 2 ) Para Valerio. 
( 3 ) A Saloia que lhe dá a mão. 
( 4) A Rosalia que vai dar a mão a Valerio. 
 
 
(Page 21) 
 
 Gratos Estrangeiros, 
  Que vós honrais tanto 
  Ao menos em Canto 
  Vos querem pagar. 
Todos.  Oh? Que remedio, &c. 
 
 
 
 
 
 
 
 
 
 
 
 
FIM 
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Appendix III: A Saloia Namorada: Full score with critical notes 
 
 
A Saloia Namorada 
ou 
O Remedio é Casar 
 
1793 
 
 
 
 
 
Farça in One act 
 
 
Libretto by Domingos Caldas Barbosa 
 
Music by António Leal Moreira 
Critical edition by Ricardo Bernardes, 2011 
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Description of Sources 
 
 The present edition is based in the only remaining sources of the work found 
at the Library of Congress, under the call number call number M1500.M787 A9 
(Case). These manuscript sources are composed of a full score and a complete 
collection of vocal and instrumental parts: 
 
Violino primo (17 pages) 
Violino secondo (17 pages) 
Viole (12 pages) 
Basso (22 pages) 
Flautas 1º. e 2º. (8 pages) 
Oboés 1º. e 2º. (9 pages) 
Fagote (22 pages) 
Corni 1o. e 2o. (9 pages) 
Trombe 1º. E 2º. (4 pages) 
Vocal part (64 pages) 
 
 The Basso and Fagote (single bassoon) lines are written in the vocal parts 
for the recitatives to be accompanied by the continuo and bass instrument players. 
The “Vocal part” comprises all vocal lines and the bass line in the recitatives only, 
without figures in the bass.  
 
 
  
 
 
 
 
 
 
 
 
 
 
 
Figure 64 Appendix I.1: Leal Moreira, A Saloia. “Vocal part”. Library of Congress. 
 
 All the instrumental parts provide the indication of Sinfonia for the 
instrumental opening, and refer to the work as Azeitonas Novas. 
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Figure 65 Appendix I.2: Leal Moreira, A Saloia. Trombe. Library of Congress 
 
 The “attached” duet Saloya insolente is in the same handwriting as the rest of 
the manuscript and is part of the continuous flow of the score, indicating that at least 
for this version this duet was incorporated fully into the action.  
 
 
 
Figure 66 Appendix I.3: Leal Moreira, A Saloia. Duet Saloya insolente. Vocal part. Library 
of Congress. 
 
 This collection of parts belong to the same set as the score, and there is no 
significant musical discrepancy between the parts and the full score. 
 The critical edition is based on the full score, with close attention to the 
attached separate parts. 
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            The text in the edition follows the main full score, with a few adjustments for 
orthographic coherence with the libretto. 
 
 
 
Critical apparatus 
 
 
 This edition keeps the disposition of the original orchestral and vocal parts. 
Transposing instruments such as trumpets and horn were kept in their transposition but 
updated to modern G clefs. 
 
 The vocal lines of Albina and Rozalia were updated from C clefs on the first 
line to modern G clefs. Alonso and Valerio were kept in the original third line F clef, 
that it is already the modern one.. 
 
 All the articulation and dynamic indications were kept as in the original, with 
some standardization when indicated. 
 
 The grace notes were kept as in the original. 
 
 The simple or secco recitatives are without figures in the bass as in the original. 
 
 The Portuguese orthography followed the one notated on the score, with a few 
adjustments based on the libretto to keep consistency. 
 
 
[Sinfonia] 
 
 Corni in Dlasolre has the indication “con Trombe” (with trumpets) from 
measure 1 to 58, from 75 to 83, 97 to 109. 
 
 Oboes have the indication “P.ro un.” (primo unisono - unison with the first 
violin) from measure 1 to 3, 9 to 11 and “ con Vni.” (con violini - with violins) from 
97 to 104. 
 
 Violini [2] has the indication “unis.” (unisono - unison) from measure 1 to 3, 9 
to 11, from 97 to 100 and from second note of 105 to 107 ; “8ºa.” from 5 to 7 and 13 to 
15, from 48 to 54. 
 
 Viole has the indication “B.” (col basso - with bass) from measure 1 to 16, 24 
to 54, 59 to 83, 97 to 102 and 105 to 109. 
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 Fagote has the indication “B.” (col basso - with bass) from measure 1 to 16, 23 
to 83 and 97 to 109.  
 
 Violini [1 and 2] and viole have the indication of “siegue” (pattern repetition) 
from measures 18 to 21. m. 39 to 42, Vln. 1, added natural sign on Cs. m. 35 to 42, 
Vln. 2, added natural sign on Cs. 
 
[Pregão] 
 
 Viole have blank measures (indicating basses doubling) from measure 1 to 4 
and 21 to 40.  
 
[Modinha] 
 
 The line for the viole is blank for the whole movement (no pauses are 
indicated), which suggests that they should be doubling the bass line as usual. m. 10, 
Albina, added natural sign on the C of the fourth beat. 
 
[Ária de Valerio] 
 
 Violini [2] has the indication of “8ºa.” from measure 1 to 3; and “unis.” at 
second tempo of measure 4, from 18 to 26 and 30 to 32. 
 
 The line of viole followed the same rule as above.  
 
[Recitativo Valerio e Rozalia] 
 
 Violini [2] has the indication “unis.” from measure 15 (where starts the 
recitative with strings) to 25 and in measure 28. 
 
 The line of viole followed the same rule as above. 
 
[Ária de Rozalia] 
 
 m. 48, Traversi [1], added natural sign. 
 
 The line of viole is blank (no pauses indication), what indicates to be doubling 
the bass line as usual from measure 1 to 21, 26 to 62 and from 67 to 110. 
 
 
[Recitativo de Valerio - cena 4] 
 
  m.8, Valerio, added flat sign on first beat. 
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  m.9, Valerio, added flat sign on third beat. 
 
[Marcha] 
 
 Oboe [1] has indication of “col clarineto” from measure 1 to 33.  
 
 The line for [Oboe 2] is empty which might suggest that only oboe [1] should 
play, since a solo flute and a solo clarinet are featured in this movement. 
 
 Clarineto has indication of “8ºa.” with flute line from measure 30 to 33. 
 
 From the pick-up of measure 17 until 28 the manuscript displays two texts, the 
second one indicated by the expression “2a. cantiga”. Since there is no repeat bar 
indicated, the editor chose  to replace this by the expression “Dal segno alla fine” 
 
 At the end of the movement there is the phrase: “Repetem o instrumental” (The 
instrumental part should be repeated), which indicates that the instrumental 
introduction may be repeated. This indication was replaced by “ 2 - Da capo al segno”. 
 
[Recitativo de Alonso] 
 
  m.28, Alonso, added sharp sign on first beat. 
 
 m.29, Alonso, added sharp sign on first beat. 
 
 
[Ária de Alonso] 
 
 Violini [2] has the indication of “8ºa.” from measure 4 (second tempo) 5 and 8. 
Same for 20, 21, 24, 34 to 38, 70 (second tempo) to 73, 76 to 80; and “unis.” from 66 
to 70 and from 86 to 88.  
 
 The line of viole is blank (no pauses indication), what indicates to be doubling 
the bass line as usual from measure 33 on the second tempo and from 38 to 88. 
 
[Recitativo de Albina Saloia] 
 
 The line of viole is blank the whole movement (no pauses indication), what 
indicates to be doubling the bass line as usual. 
 
  m.2, 3 and 4, violini [1], added F sharp . 
 m.5, violini [2], added C sharp. 
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 m. 11, [bass], added E flat on last tempo. 
 m.12, [bass], added E flat on first tempo. 
 
[Ária de Albina Saloia] 
 
 The line of viole is blank (no pauses indication), what indicates to be doubling 
the bass line as usual from measure 1 to 74 and 83 to 163. 
 
[Dueto de Albina e Rozalia] 
 
 The line of viole is blank (no pauses indication), what indicates to be doubling 
the bass line as usual from measure 1 to 34; 41 to 54 and 55 to 105.  
 
  m.47, violini [1], added C sharp on second tempo. 
 
[Finale] 
 
 Violini [2] has the indication of “8ºa.” from measure 1 to 3, 6 (second tempo), 
7. Indication of “Unis.” on measure 8 and 9 (to second tempo), same to measures 11 
and 13. From measure 180 (second tempo) to 183. 
 
 “8ºa.” from measure 16 to 19, 29 to 31, 33 to 46, 52 to 68, 77 to 80, 97 to 100; 
134 to 136, 142 to 144, 162 to 165, 171 (second tempo) to 172, 176 to 178, 187 to 193, 
201 to 203, 208 to 215, 237 to 240, 249 (second tempo) to 250, 253 (second tempo) to 
255. 
 
 Viole has the indication “B.” (col basso - with the bass) from measure 3 to 113, 
120 to 146, 154 (second tempo) to 184, 187 to 207; 214 (second tempo) to 341 (end of 
movement).  
 
 Flautas (on the line of oboes) has indication of  “Unis.” on measures 288, 290, 
292. 
 
 m.205, Rozalia, added C sharp on first tempo. 
   m. 281, Rozalia, added G sharp on first tempo. 
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71 œ Œ Œ
œ Œ Œ
œ Œ Œ
71 œ Œ Œ
Œ œ œ
Œ œ œ
Œ œ œ
Œ œ œœ œ
œ Œ Œœ
Œ œ œ œ œ
Œ œ œ œ œ
Œ œ œ
Œ œ œ
œ Œ Œ
œ Œ Œ
œ Œ Œ
œ Œ Œœ
Œ œ œœ œ
œ Œ Œ
œ Œ Œ
œ Œ Œ
œ Œ Œ
Œ œ œ
Œ œ œ
Œ œ œ
Œ œ œœ œ
œ Œ Œœ
Œ œ œ œ œ
Œ œ œ œ œ
Œ œ œ
Œ œ œ
.˙
.˙
œ œ œ
.˙ .˙
.˙ .˙
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ
œ œ œ
.˙
.˙
œ œ œ#
.˙ .˙
.˙ .˙
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ#
œ œ œ#
œ œ œ
œ œ œ
œ œ œ œ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ
œ œ œ
œ œ œ œ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
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&
&
?
&
&
&
&
B
?
##
##
##
##
##
##
##
c
c
c
c
c
c
c
c
c
Ob. 1
Ob. 2
Fag.
Trb.
Cor.
Vln. I
Vln. II
Vle.
B.
79 œ œ œ
œ œ œ
79 œ œ œ œ œ œ
79 œ œ œœ œ œ
œ œ œœ œ œ
79 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
79 œ œ œ œ œ œ
œ œ œ
œ œ œ
œ œ œ œ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œ
œ œ œ
.U˙
.U˙
.˙U
.U˙.˙
.U˙.˙˙ ŒU˙
˙ ŒU˙
.˙U
.˙U
œ œ# œ œ œ œ œ œ
∑
∑
∑
∑
Solo
∑
∑
∑
∑
p
Moderato
˙ .œ Jœ
∑
∑ [Solo]
∑
w
œ œ œ œ œ œ œ œ
w
œ œ œ œ œ œ œ œ
w
p
p
π
p
œ Œ Ó
∑
˙ .œ Jœ
∑
w
œ œ œ œ œ œ œ œ
w
œ œ œ œ œ œ œ œ
w
p
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##
##
##
##
##
##
##
Ob. 1
Ob. 2
Fag.
Trb.
Cor.
Vln. I
Vln. II
Vle.
B.
87 ˙ œ œ
∑
87 œ Œ Ó
87
∑
w
87
œ œ œ œ œ œ œ œ
w
œ œ œ œ œ œ œ œ
87 w
œ Œ Ó
∑
˙ œ œ
∑
w
œ œ œ œ œ œ œ œ
w
œ œ œ œ œ œ œ œ
w
˙ .œ Jœ
∑
œ Œ Ó
∑
w
œ œ œ œ œ œ œ œ
w
œ œ œ œ œ œ œ œ
w
œ Œ Ó
∑
˙ .œ Jœ
∑
w
œ œ œ œ œ œ œ œ
w
œ œ œ œ œ œ œ œ
w
˙ œ œ
∑
œ Œ Ó
∑
w
œ œ œ œ œ œ œ œ
w
œ œ œ œ œ œ œ œ
w
œ Œ Ó
∑
˙ œ œ
∑
w
œ œ œ œ œ œ œ œ
w
œ œ œ œ œ œ œ œ
w
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##
##
##
##
##
##
##
43
43
43
43
43
43
43
43
43
Ob. 1
Ob. 2
Fag.
Trb.
Cor.
Vln. I
Vln. II
Vle.
B.
93 Œ œ œ œ
∑
93 œ œ œ œ
93
∑
∑
93
œ œ œ œ œ œ œ œ
w
œ œ œ œ œ œ œ œ
93 œ Œ Œ œ
˙ ˙#
∑
˙ ˙
∑
w
∑
Solo
œ œ œb œ œ# œ œ œ
˙b ˙n
˙ ˙#
˙b ˙n
.œ œ œ œ œ
∑
œ œ œ œ
∑
œ œ œ œÓ Œ œ
œ œ œ œ œ œ œ œ
˙ ˙
˙ ˙
˙ ˙
˙ U˙
∑
˙ U˙
∑
˙ U˙˙ ˙
œ œ œ œ ˙
U
˙ ˙
U
˙n ˙
U
˙ ˙
U
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
˙ Œ˙
˙ Œ˙
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Presto
f
f
f
f
f
f
f
f
f
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
˙ Œ˙
˙ Œ˙œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
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##
##
##
##
##
##
##
Ob. 1
Ob. 2
Fag.
Trb.
Cor.
Vln. I
Vln. II
Vle.
B.
99 œ œ œ œ œ œ
œ œ œ œ œ œ
99 œ œ œ œ œ œ
99 ˙ Œ˙
˙ Œ˙
99 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
99 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
˙ Œ˙
˙ Œ˙
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ
œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ
œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ
œ œ œœ œ œ
œ œ œœ œ œœ œ œ œ œ
œ œ œ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ
œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œœ œ œ
œ œ œœ œ œ
œ œ œ
œ œ œ
œ œ œ
œ œ œ
˙ Œ
˙ Œ
˙ Œ
˙ Œ˙
˙ Œ˙
˙ Œ
˙ Œ
˙ Œ
˙ Œ
˙ Œ
˙ Œ
˙ Œ
˙ Œ˙
˙ Œ˙˙
˙˙ Œ
˙˙˙ Œ
˙ Œ
˙ Œ
˙ ŒU
˙ ŒU
˙ ŒU
˙ ŒU˙
˙ ŒU˙˙
˙˙ ŒU
˙˙˙ ŒU
˙ ŒU
˙ ŒU
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##
##
##
##
##
##
42
42
42
42
42
42
42
Traversi
Albina
Violini
Viole
[Bassi tutti]
‰
‰
‰
.œ œ
.œ œ
‰
‰
∑
∑
∑
.œ œ œ œ œ œ
.œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
poco forte
∑
∑
∑
.œ œ# Jœn œ œ
.œ œ# Jœn œ œ
œ jœ ‰
œ jœ ‰
∑
∑
∑
jœ .œ œ œ œ œ œ
jœ .œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
∑
∑
Œ ‰ Jœ
Quem
Jœ œœ œœ
jœœ ‰
Jœ œœ œœ
jœœ ‰
Jœ œ œ ‰
Pregão
Jœ œ œ ‰f
f
f
f
∑
∑
œ œ œ
mer ca azei
∑
∑
∑
∑
∑
∑
œ .œ œ .œ
to nas
∑
∑
∑
∑
∑
∑
jœ œ jœ
no
∑
∑
∑
∑
- - - -
&
&
&
&
&
B
?
##
##
##
##
##
##
##
Trav.
Alb.
Vln. 
Vle.
[B.t.]
8 Œ ‰ Jœ
∑
8 œ Œ
vas
8
∑
∑
∑
8
∑
œ œ œ œ œ œ
œ œ œ
∑
∑
∑
∑
∑
œ œ œ œ
œ œ œ œ
∑
∑
∑
∑
∑
Jœ œ Jœ
Jœ œ Jœ
∑
∑
∑
∑
∑
œ Œ
œ Œ
Œ ‰ jœ
Quem
∑
∑
∑
∑
∑
∑
.œ jœ
mer caa
∑
∑
∑
∑
∑
∑
œ œ œ œ
ri ca azei
∑
∑
∑
∑
∑
∑
jœ .œ jœ
to
∑
∑
∑
∑
Œ ‰ Jœ
Œ ‰ Jœ
œ Œ
na
∑
∑
∑
∑
.œ Jœ
.œ Jœ
∑
∑
∑
∑
∑
œ œ œ œ
œ œ œ œ
∑
∑
∑
∑
∑
.œ Jœ
.œ Jœ
∑
∑
∑
∑
∑
- - - -
[Pregão]
a mezza voce
a mezza voce
a mezza voce
a mezza voce
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##
##
##
##
##
##
##
Trav.
Alb.
Vln. 
Vle.
[B.t.]
20 œ ‰U ‰
œ ‰U ‰
20 Œ ‰U rœ rœ
Ó Fre
20 Œ ‰U ‰
Œ ‰U ‰
Œ ‰U ‰
20 Œ ‰U ‰
∑
∑
.œ œ rœ rœ jœ
gue zas? quem mees
œ Œ
œ Œ
œ Œ
œ Œ
∑
∑
.œ œ jœ Rœ Rœ
tré ia? oh fre
Œ ‰U ‰
Œ ‰U ‰
Œ ‰U ‰
Œ ‰U ‰
∑
∑
.œ œ Jœ Rœ Rœ
gue zas? quem mees
œ Œ
œ Œ
œ Œ
œ Œ
∑
∑
.œ œ JœU rœ rœ
tré ia? dor me
Œ ‰U ‰
Œ ‰U ‰
Œ ‰U ‰
Œ ‰U ‰
∑
∑
jœ jœ ≈ rœ rœ rœ
tu do in da re
‰ œ œ ‰
‰ œn œ ‰
‰ œ œ ‰
‰ œ œ ‰
∑
∑
œ œ ‰ rœ rœ
so na dor me
‰ œ œ ‰
‰ œn œ ‰
‰ œ œ ‰
‰ œ œ ‰
- - - - - - - - - - - - - -
&
&
&
&
&
B
?
##
##
##
##
##
##
##
Trav.
Alb.
Vln. 
Vle.
[B.t.]
27
∑
∑
27 jœ jœ ≈ rœ rœ rœ
tu do in da re
27 ‰ œ œ ‰
‰ œ œa ‰
‰ œ# œ ‰
27 ‰ œ# œ ‰
∑
∑
jœ jœ ‰ rœ rœ
so na, e so
‰ œ œ ≈U ‰
‰ œ œa ≈
U ‰
‰ œ# œ ‰
‰ œ# œ ‰
∑
∑
.jœ rœ œ œ œ œ
eu ma dru go
jœ ‰ jœ ‰ con la voce
jœ ‰ jœ ‰
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
∑
∑
.œ œ# jœnU rœ rœ
tan to a mor
demorando
.œ œ# jœnU œ œ
.œ œ# jœnU œ œ
jœ ‰ jœU ‰
jœ ‰ jœU ‰
∑
∑
jœ .jœ rœ œ œ œ œ
me faz ma dru
œ œ ≈ rœ œ œ œ œ
œ œ ≈ rœ œ œ œ œ
œ œ œ œ
œ œ œ œ
- - - - - - - - - -
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##
##
##
##
##
##
##
Trav.
Alb.
Vln. 
Vle.
[B.t.]
32
∑
∑
32
œ ‰ œ œ
gar e so
32
œ Œ
œ Œ
œ Œ
32 œ Œ
∑
∑
.jœ rœ œ œ œ œ
eu ma dru go
jœ ‰ jœ ‰
jœ ‰ jœ ‰
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
∑
∑
.œ œ# jœnU rœ rœ
tan to a mor
.œ œ# jœnU œ œ
.œ œ# jœnU œ œ
œ jœ ‰
œ jœ ‰
∑
∑
jœ .jœ rœ œ œ œ œ
me faz ma dru
œ œ ≈ rœ œ œ œ œ
œ œ ≈ rœ œ œ œ œ
œ œ œ œ
œ œ œ œ
- - - - - - - -
&
&
&
&
&
B
?
##
##
##
##
##
##
##
Trav.
Alb.
Vln. 
Vle.
[B.t.]
36
∑
∑
36
Jœ ≈ Rœ œ œ ≈ Rœ
gar faz ma dru
36
≈ Rœ ≈ Rœ ≈
rœ ≈ Rœ
≈ rœ ≈ rœ ≈ rœ ≈ rœ
œ œ œ œ
36 œ œ œ œf p
f p
f p
f p
∑
∑
œ œ ≈ Rœ œ œ ≈ Rœ
gar faz ma dru
≈ Rœ ≈ Rœ ≈
rœ ≈ Rœ
≈ rœ ≈ rœ ≈ rœ ≈ rœ
œ œ œ œ
œ œ œ œf p
f p
f p
f p
∑
∑
Jœ ≈ Rœ œ œ œ œ
gar faz ma druœ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œf
f
f
f
∑
∑
œ Œ
gar
Jœ œ œ œ
Jœ œ œ œ
Jœ œ œ œ
Jœ œ œ œ
∑
∑
∑
œ Œ
U
œ Œ
U
œ ŒU
œ ŒU
- - - - - -
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&
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c
c
Albina
[Basso]
Œ Jœ Jœ œ jœ Jœ
Es tou doi da deA
w#
œ# Jœ Rœ Rœ# jœ jœ ‰ rœ rœ
mor mes mo doi di nha! ha ja
˙ ˙#
œ jœ Jœ Jœ# Jœ Jœ Jœ
mais de seis me zes q'as sim
w
Jœ jœ ‰ rœ# rœ jœ jœ ‰ rœ Rœ
an do! eu não co mo, eu não
w#
- - - - - - - - - -
&
?
Alb.
[B.]
5
Jœn Jœ ≈ Rœ Rœ Rœ Jœ Jœ Œ
dur mo eu não so ce go
5 ˙ ˙
jœ rœ rœ jœ jœ Jœ Jœ Jœ Jœ
in daa ma nhã la vem não sei a
w
Jœ jœ ≈ Rœ Rœ Rœ Jœ Jœ Rœ Rœ Rœ Rœ
on de q'eu to moa gi ga ea ci da de
w
- - - - - - - - - - -
&
?
Alb.
[B.]
8
Jœ jœ Œ Jœ ≈ Rœ Jœ Rœ Rœ
cor ro ah! seA lon so m'en
8 w
Jœ Jœ ‰ . Rœ Jœ Jœ ‰ . Rœ
ga na, eu mor ro, eu
w#
jœ jœ ‰ rœ rœ œ jœ jœ#
mor ro es teo dia a praw
jœ jœ jœ Jœ Jœ Jœ Jœ Jœ
za do da li cen ça de serw- - - - - - - - - - - - -
&
?
Alb.
[B.]
12
Jœ Rœ Rœ jœ jœ ≈ rœ rœ Rœ Jœ jœ
eu sua es po sa, se tal con si go,
12 ˙ ˙#
œ Rœ Rœ Rœ rœ Jœ Jœ Œ
ah co mo sou di to za
˙ ˙
œ jœ jœ Jœ Jœ Œ
es tahe sua ca za,
w
œ Jœ Jœ Jœ jœ ‰ jœ
es ta ata ber na em
w
- - - - - - - - - - - -
&
?
Alb.
[B.]
16 jœ jœ jœ jœ jœ jœ ≈ rœ rœ rœ
q'el le tem o cre to, em q'el leal
16 ˙ ˙
jœ jœ ‰ jœ jœ jœ jœ jœ
mo ça, etu do es ta fe
w
jœ jœ Œ œ Jœb Jœ
cha do, he for te
w
jœ jœ ‰ jœ jœ jœ jœ jœ
so no eu vou ba ter lhea
w
jœ jœ Œ œ ‰ jœ
por ta... não q'
w
- - - - - - - - - - - - -
&
?
Alb.
[B.]
21 jœ jœ ‰ rœ rœ œ jœ jœ
te mo a cor dar sua Ir
21 w
œ ‰ jœ œ jœ jœ
mã, é es ta ga
wb
Jœb Jœ ‰ Jœ Jœ Jœ Jœ Jœ
le ga mo fi na en dia
w
Jœ Jœ ≈ Rœ Rœ Rœ Jœb Jœ ‰ Rœ Rœ
bra da quer dar cu nha do, e não
w
- - - - - - - - - - - - - -
&
?
Alb.
[B.]
25 œb Jœ Jœ Jœ jœ ‰ jœ
quer ter cu nha da da
25 œ ˙ œ
Jœ Jœ Jœb Jœ jœ jœ ‰ rœ Rœ
rei o meu des can te po de
˙ ˙
œ Jœ Jœb Jœ Jœ Œ
ser q' mees cu te
˙ ˙b
œ jœn jœ jœ jœ Œ
o meu chi ban te
œ œ œ œ Œ
˙ Œ œ
∑
w
- - - - - - - - - -
Scena primeira
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&&
&
B
?
b
b
b
b
b
42
42
42
42
42
Albina Saloia
Violini 
Viole
[Basso]
‰
.œ œ
.œ œ
‰
‰
∑
.œ œ .œ œ .œ œ .œ œ
.œ œ .œ œ .œ œ .œ œ
œ œ œ œ
œ œ œ œ
∑
œ œ œ œ Jœ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ
jœ ‰ œ
jœ ‰ œ
∑
œ œ œ .œ œ .œ œ
œ œ œ .œ œ .œ œ
œ œ œ œ
œ œ œ œ
Œ ‰ .rœ RÔœ
O Re
jœ œ œ ‰ .œ œ
jœ œ œ ‰ .œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
-
&
&
&
B
?
b
b
b
b
b
Alb.
Vln. 
Vle.
[B.]
5 .œ œ .œ œ .œ œ .œ œ
me dio dos meos
5 .œ œ .œ œ .œ œ .œ œ
.œ œ .œ œ .œ œ .œ œ
Jœ ‰ Œ
5
Jœ ‰ Œ
œ œ œ œ Jœ œ œ œ œ œ œ œ œ
ma les a Fi
œ œ œ
œ œ œ
jœ ‰ œ
jœ ‰ œ
.jœ rœ .œ œ .œ œ
le no so di
‰ jœ .œ œ .œ œ
‰ jœ .œ œ .œ œ
Jœ ‰ Jœ ‰
jœ ‰ jœ ‰
œ œ ‰ .rœ RÔœ
rei se Fi
œ œ ‰ .œ œ
œ œ ‰ .œ œ
œ .œ œ œ œ œ œ
œ .œ œ œ œ œ œ
- - - - - -
Andante
[Modinha]
309
&&
&
B
?
b
b
b
b
b
Alb.
Vln. 
Vle.
[B.]
9 œ œn œ œ œ œ œ œ œ œ œ œ œ œb œ œ
le no não vem
9 œ œ œ œ
œ œ œ œ
œ œ œ œ
9 œ œ œ œ
Jœ# Jœ œ œ œ œ œn œ œ œ
ver me de sau
œ# œ œ
œ œ œ
œ œ
œ œ
jœ .jœ rœ œ œ œ œ jœ œ œ œ
da des mor re
‰ jœ ‰ jœ
‰ jœ ‰ jœ
Jœ ‰ Jœ ‰
jœ ‰ jœ ‰
- - - - -
&
&
&
B
?
b
b
b
b
b
Alb.
Vln. 
Vle.
[B.]
12 œ œ œ œ œ œ œ œ œ œ
rei se Fi
12 œ œ ‰ Jœ
œ œ ‰ jœ
œ Jœ ‰
12 œ jœ ‰
œ œ œ œ jœ œ œ œ œ œ œ œ œ
le no não vem
‰ jœ ‰ Jœ
‰ jœ ‰ jœ
Jœ ‰ Jœ ‰
jœ ‰ jœ ‰
œ œ œ œ jœ œ œ œ œ œ œ œ œ
ver me de sau
‰ jœ œ œ
‰ jœ œ œ
Jœ ‰ œ œ
Jœ ‰ œ œ
- - -
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&&
&
B
?
b
b
b
b
b
Alb.
Vln. 
Vle.
[B.]
15 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
da des mor re
15 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ
15 œ œ œ œ
.œ œ œ œ œ œ œ œ œb œ œ#
rei de sau
œ œ Jœ ‰
œ œ Jœ ‰
œ jœ ‰
œ jœ ‰
œ œ œ œb œ œ œ œ œ œ œ œ œ œ œ œ
da des mor re
Jœ ‰ œ œ œ œ
Jœ ‰ œ œ œ œ
jœ ‰ œ œ
jœ ‰ œ œ
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18
jœ œ Jœb ≈ Rœ
rei ah meu
18
jœ œ œb ≈ œ
jœ œ œ ≈ œ
œ œ#
18 œ œ#
Rœ œ œ œ Rœ œ œ œ
bem se te não
Jœ ‰ Jœ ‰
Jœ ‰ jœ ‰
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
Jœ Jœn œ œ œb œ œ œ œ œ
ve jo de sau
œ œn œ œb
œ œ œ œ
œ œ Jœ ‰
œ œ jœ ‰
œ œ œ œ jœ œ œ œ œ œ œ œ œ
da des mor re
jœ ‰ œ œ
jœ ‰ œ œ
Jœ ‰ Jœ ‰
jœ ‰ jœ ‰
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22 œ œ œ œ œ œ œ œ œ œ œ œ œ
rei de sau
22 jœ ‰ œ œ
jœ ‰ œ œ
Jœ ‰ œ œ
22
Jœ ‰ œ œ
œ œ œ œ œ œ œ œ
da des mor re
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
jœ œ .Jœb Rœ
rei, ah meu
jœ œ œb
jœ œ œœ œ#
œ œ#
ß
ß
ß
ß
Rœ œ œ# œ Rœ œ#
œ œ
bem, se te não
œ œ
œ œ#
œ œ
œ œp
p
p
p
p J
œ Jœn œb œ œ œ œ œ œ œ
ve jo de sau
œ œn . œb
œ# œ. œ
œ œ œ
œ œ œ
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27 œ œ œ œ jœ œ œ œ œ œ œ œ œ
da des mor re
27 jœ ‰ œ
jœn ‰ œ
Jœ ‰ œ
27
Jœ ‰ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ
rei de sau
Jœ ‰ œ œ
jœ ‰ œ œ
Jœ ‰ œ œ
Jœ ‰ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
da des mor re
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
rei
œ œ œ œ œ
œ œ œ œ œ
Jœ ‰ Œ
Jœ ‰ Œ
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31 œ œ Rœ jœ Rœ jœ Rœ jœ Rœ jœ
rœ jœ rœ
de sau da des mor re
31 œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
‰ jœ œ œ
31 ‰ jœ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
rei
œ œ œ œ œ
œ œ œ œ œ
Jœ ‰ Œ
Jœ ‰ Œ
œ œ Rœ jœ Rœ jœ Rœ jœ Rœ jœ
rœ jœ rœ
de sau da des mor re
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
‰ jœ œ œ
‰ jœ œ œ
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34 œ œ œ œ œ œ œ œ jœ Rœ jœ Rœ jœ
rœ jœ rœ
rei de sau da des mor re
34 Rœ ≈ Rœ ≈ œ œ œ œ
rœ ≈ Rœ ≈ œ œ œ œ
Rœ ≈ rœ ≈ œ œ
34
Rœ ≈ rœ ≈ œ œ
f p
f p
f p
f
f
p
œ œ œ œ œ œ œ œ jœ Rœ Rœ
rœ rœ
rei de sau da des mor re
Rœ ≈ Rœ ≈ œ œ œ œ
rœ ≈ Rœ ≈ œ œ œ œ
œ œ œ œ
œ œ œ œ
f p
f p
f p
f p
œ Œ
rei
œ œ œ œ rœ œ œ œ
œ œ œ œ rœ œ œ œ
Jœ ‰ ≈ œ œ œ
Jœ ‰ ≈ œ œ œ
f
f
f
f
∑
œœœ œœœ J
œœœ ‰
œœœ œœœ J
œœœ ‰
œ œ jœ ‰
œ œ jœ ‰
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[Basso]
∑
∑
Œ jœ jœ œ Jœ jœ
Qual a brir as ja
w#
∑
∑
Jœ Jœ ‰ Rœ Rœ jœ jœ ≈ Rœ Rœ Rœ
ne las! dor mem to dos: tal vez q'o
w
∑
∑
Rœ Rœ ≈ Rœ Rœ Rœ Rœ Rœ Jœ jœ ‰ jœ
po bre em ca za não dor mis se não
w
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4
∑
4
∑
4 jœ jœ jœ jœ# jœ jœ ≈ rœ rœ rœ
te nho pa ci en cia, e co mo
4 ˙ ˙n
∑
∑
Jœ Jœ ‰ Rœ Rœ œ Jœ Jœ
tar da vou bus ca loao quar
w
∑
∑
œ Jœ .Rœ RÔœ jœ jœ Œ
tel vou ve loa guar da.
˙ Œ œ
∑
∑
∑
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8
Jœ
Flauta solo
8 ‰
8 ‰
8 ‰
œ œ œ
œ œ œ œ# œ œ œ œ
∑
∑
.œ œ œ œ#
œ œ œ œ
∑
∑
œ ŒU
œ Œ
U
Œ ‰U Jœ
Quem
Pregão
∑
∑
∑
œ Jœ Jœ
com pra azei
∑
∑
∑
.Jœ œ œ œ#
to nas no
∑
∑
∑
œ ŒU
vas.
∑
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Valerio
[Violini]
[Viole]
[Bassi tutti]
Œ
œ œ
≈
a mezza voce
œ œ ≈
a mezza voce
Œ
Œ
∑
œ œ
≈
œ œ ≈ œ œ ≈œ œ ≈
œ œ ≈ œ œ ≈ œ œ ≈œ œ ≈
œ œ œ œ
œ œ œ œ
p
p
∑
œ œ≈œ Œ œ œ
œ œ≈œ Œ œ œ
œ œ œ œ
œ œ œ œ
∑
jœ œ œ œ œ œ
jœ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
∑
œ œœœ
œœœ Œ
œ œœœ
œœœ Œ
œ œ œ Œ
œ œ œ Œf
f
f
f
œ Œ œ Œ
Siu Siu
∑
∑
∑
∑
œ Œ Œ .Jœ Rœ
Siu mi nha
∑
∑
∑
∑
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Val.
[Vln.]
[Vle.]
[Bt.]
8 œ œ Œ .Jœ Rœ
jo ia mi nha
8 Œ œ œ Œ
Œ œ œ Œ
Œ œ œ Œ
8 Œ œ œ Œ
p
p
p
p
œ œ Ó
jo ia
Œ œ œ Œ
Œ œ œ Œ
Œ œ œ Œ
Œ œ œ Œ
œ Œ œ Œ
Siu Siu
∑
∑
∑
∑
œ Œ Œ .Jœ Rœ
Siu Ó Sa
∑
∑
∑
∑
œ œ Œ .Jœ Rœ
lo ia, Ó Sa
Œ .œ œ œ Œ
Œ .œ œ œ Œ
Œ .œ œ œ Œ
Œ .œ œ œ Œ
f
f
f
f
œ œ ŒU .Jœ Rœ
lo ia não meou
Œ .œ œ œ
U
Œ
Œ .œ œ œU Œ
Œ .œ œ œU Œ
Œ .œ œ œU Œ
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[Bt.]
14 œ Œ œ Œ
vio não
14
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
14 œ Œ œ Œ
p
p
p
p
œ Œ Œ .Jœ Rœ
não não meou
œ Œ Ó
œ Œ Ó
œ Œ Ó
œ Œ Ó
œ Œ œ Œ
vio não
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ ŒU Jœ Jœ
não is to
œ Œ Ó
œ Œ Ó
œ Œ ÓU
œ Œ ÓU
œ œ œ œ œ œ Jœ Jœ
eh cas sa de ar ri
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
œ œ œ Œ Jœ Jœ
ba da, q' deo
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
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20 jœ œ œ œ œ œ
vol ta ja fu
20
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ œ Œ
20 œ Œ œ Œ
œ Œ Œ Jœ Jœ
gio sim ehrœ œ œ œ œ œ œ œ œ Œ
rœ œ œ œ œ œ œ œ œ Œ
œ Œ Ó
œ Œ Ó
œ œ œ œ œ œ Jœ Jœ
cas sa de ar ri
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
œ œ œ Œ Jœ Jœ
ba da q' deo
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
jœ œ œ œ œ œ
vol ta ja fu
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
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25 œ Œ œ œ
gio, q' deo
25 œœ œ œœ œ œ œœ œ œ œ œ œ œ œ
œœ œ œœ œ œ œœ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
25 œ œ œ œ œ œ œ œ
œ œ .œ Jœ
vol ta ja fu
œ œ œœ œ œ œœ œ œ œ œ œ œ œ œ
œ œ œœ œ œ œœ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ œ œ
gio q' deoœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
f
f
f
f
jœ œ œ œ œ œ
vol ta ja fuœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
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[Vle.]
[Bt.]
29 œ ‰ Jœ œ œ
gio, e ja fu
29 œœœ
œœœ
œœœ
œœœ
œœœ
œœœ œœœ œœœ
œ œ œ œ
29 œ œ œ œ
œ ‰ Jœ œ œ
gio, e ja fuœœœ
œœœ
œœœ
œœœ
œœœ
œœœ œœœ œœœ
œ œ œ œ
œ œ œ œ
œ Œ Ó
gio.œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ œ œ
œ œ
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œ œ
∑
œ œœœ
œœœ
œœœ
œ œœœ
œœœ
œœœ
œ œ œ œ
œ œ œ œ
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œœœ Œ Ó
œœœ Œ Ó
œ Œ Ó
œ Œ Ó
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Rosalia
[Basso]
Œ ‰ jœ jœ jœ jœ jœ
Bons di as meu Se
w#
jœ# Jœ# Jœ Jœ Jœ Jœ ‰ Rœ Rœ
nhor A le gres di as ai de
?
w
œ# Jœ Jœ Jœ Jœ ‰ Rœ Rœ
mim! meos pe ca dos apa nhou
w#
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[B.]
4 œ# Jœ Jœ Jœ Jœ Jœ Jœ
me com a bo ca na bo
4 w
Jœ Jœ ‰ .Rœ RÔœ œ Jœ
jœ
ti ja o Senhor ma dru
&
w
œ# ≈ Rœ Rœ rœ jœ jœ Jœ R
œ Rœ
gou, q'his to ria he esta? Ja não he
?
˙n ˙n
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[B.]
7 œ œ# Jœ Jœ Jœ Jœ
ce do ve nhoa brir a
7 w
œ œ jœ rœ rœ jœ jœ
lo ja. Cui da q' não ou
&
w
œ ≈ rœ rœ rœ jœ jœ ‰ Jœ
vi? a quem cha ma va? cha
?
w
Jœ Jœ Jœ Jœ Jœ Jœ ‰ jœ
ma va sim cha ma va cha
&
w
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11
Jœ Jœ ‰ Rœ rœ œ jœ Rœb Rœ
ma va? di ga quem fa le de
11 ˙ ˙
Jœ jœ ‰ jœ jœ jœ jœ Jœb
pre ssa se não qui zer lew
œ Jœ .Rœ RÔœ Jœb Jœ Jœ Jœ
var qua tro ta po nas eu cha
?
˙ ˙
œb Jœ Jœ Jœ Jœ Jœ Jœ
ma va amu lher das a zei
˙ ˙n
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[B.]
15 Jœb Jœ Œ ‰ . rœ rœ rœ rœ rœ
to nas. A que la Sa lo
&
15 Ó ˙
Ó ˙
Œ Œ ˙n
15 Œ œ ˙n
Jœ Jœ ‰ rœ rœ œb Jœ jœ
i ta? gos ta de la Se
w
w
w
w
œ jœ rœ rœ jœ jœ ‰ Jœ
nhor? he bem bo ni ta! por
w
w
w
w
Jœ Jœ Jœ Jœb jœ jœ Jœ Jœ
el lao ca sa men to se des
w
w
w
w
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19
Jœ jœ ‰ rœ rœ œ jœ jœ
lei cha ja não he sem ra
19 w
w
w
19 w
œ Jœ rœ Rœb œ œ
zão a mi nha quei xa.
œ Œ Ó
œ Œ Ó
œ Œ Ó
œ Œ Ó
∑
œb œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œb œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œb œ œ œ œ œ œ œ
œb œ œ œ œ œ œ œ
f
f
f
f
Œ ‰ rœ rœ œb Jœ Jœ
Mas não ha de zom
œb Œ Ó
œb Œ Ó
œb Œ Ó
œb Œ Ó
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Vln. 
Vle.
[B.]
23 jœb jœ jœ Jœb œ œ
bar as sim com mi go
23
∑
∑
∑
23
∑
∑
œb œ œ œ œb œ œ œ œ œ œ œ œ œ œ œ
œb œ œ œ œb œ œ œ œ œ œ œ œ œ œ œ
œb œ œb œ œ œ œ œ
œb œ œb œ œ œ œ œ
Œ Jœb Jœ œb Jœb Jœ
q'seeu en tro aen fa
œb Œ Ó
œb Œ Ó
œb Œ Ó
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26
Jœ Jœ Œ ‰ . rœb Rœ Rœ Rœb rœ
dar me ve ra q' sou mu
26 ‰ ≈ Rœb œ Ó
‰ ≈ Rœ œ Ó
‰ ≈ Rœb œ Ó
26 ‰ ≈ Rœb œ Ó
œn Œ ‰ Jœ Jœ Jœb
lher e sei vin
‰ ≈ Rœ œ Ó
‰ ≈ Rœ œ Ó
‰ ≈ Rœb œ Ó
‰ ≈ Rœb œ Ó
Jœb Jœb Œ Ó
U
gar me.
Œ œœœb
œœœb ŒU
Œ œœœb
œœœb ŒU
Œ œb œb ŒU
Œ œb œb ŒU
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Rosalia
Violini 
Viole
[Bassi]
‰
‰
‰
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Jœ
jœ
‰
‰
p
p
∑
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∑
œ œ œ. œ.
œ œ. œ.
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∑
œ jœ Jœ
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œ œ œ. œ.
œ œ. œ.
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∑
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œ œ œ. œ.
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∑
œ œ œ. œ.
œ œ. œ.
œ œ œ œ
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œ œ œ œ
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∑
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ Jœ ‰
œ œ jœ ‰
œ œ jœ ‰œ œ Jœ
Œ ‰ Jœ
Eu
œœ œœ
jœœ ‰
œœ œœ
jœœ ‰œ œ Jœ ‰
œ œ Jœ ‰
∑
∑
∑
œ œ jœ jœ
po bre coi
œ œ œ. œ.
œ œ. œ.
œ Œ
œ Œ
p
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p
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∑
∑
10
∑
10 œ œ jœ jœ
ta da qui
10 œ œ œ. œ.
œ œ. œ.
œ Œ
10 œ Œ
∑
∑
∑
œ œ jœ jœ
e ta vi
œ œ œ œ
œ œ œ œ
œ Œ
œ Œ
∑
∑
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œ jœ Jœ
vi a a
œ jœ ‰
œ jœ ‰
œ Œ
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∑
∑
∑
Jœ Jœ jœ jœ
mar não que
œ œ œ. œ.
œ œ. œ.
œ Œ
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∑
∑
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œ œ jœ jœ
ri a nem
œ œ œ. œ.
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œ Œ
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œ œ jœ jœ
ser nun ca
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ama da
œœ Œ
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œ œ œ
œ œ œ
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∑
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œ œ œ
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∑
∑
jœ œ œ œ œ
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∑
∑
∑
∑
∑
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[Aria de Rosalia]
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20 œ Œ
œ Œ
20 œ Œœ
20 Œ ‰ jœ
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∑
∑
∑
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∑
∑
∑
∑
œ jœ jœ
paz des can
œ Œ
œ Œ
œ Œ
œ Œ
∑
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œ jœ jœ
sa da meo
œ Œ
œ Œ
œ Œ
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∑
œ jœ jœ
li nho car
œ Œ
œ Œ
œ Œ
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œ jœ Jœ
dan do, se
œ Œ
œ Œ
œ Œ
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œ œ jœ jœ
dan do fi
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an do po
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∑
∑
œ œ jœ jœ
di a pas
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œ Œ
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∑
∑
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œ ‰ Jœ
œ ‰ jœ
œ Œ
œ Œ
f
f
œ œ œ. œ.
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31 œ œ œ œ
œ œ œ œ
31 ˙
31
∑
31 œ œ œ œ
œ œ œ œ
œ œ œ œ
31 œ œ œ œ
œ œ Jœ ‰
œ œ jœ ‰
œ œ jœ ‰œ œ Jœ
Œ ‰ Jœ
Mas
œœ œœ
jœœ ‰
œœ œœ
jœœ ‰œ œ Jœ ‰
œ œ Jœ ‰
∑
∑
∑
œn jœ jœ
ve io ose
Œ œn
Œ œœ
œ Œ
œ Œ
p
p
p
p
∑
∑
∑
.œ Jœ
nhor fa
Œ œ
Œ œ
œ Œ
œ Œ
∑
∑
∑
jœ œ Jœ Jœ
lar me em
Œ œ
Œ œn
œ Œ
œ Œ
∑
∑
∑
œ ‰ Jœ
cazar fi
Œ œ
Œ œ
œ Œ
œ Œ
∑
∑
∑
jœ œn jœ jœ
quei eu moas
Œ œn
Œ œœ
œ Œ
œ Œ
∑
∑
∑
œ œ jœ jœ
ou tras cos
Œ œ
Œ œ
œ Œ
œ Œ
- - - - - -
322
&
&
&
&
&
&
B
?
bbb
bbb
bbb
bbb
bbb
bbb
bbb
[Fl.]
Cor.
Ros.
Vln. 
Vle.
[B.]
39
∑
∑
39
∑
39
jœ œ œ jœ jœ
tu mão fi
39 Œ œœ
Œ œnœ Œ
39 œ Œ
∑
∑
∑
œ ‰ Jœ
car. Ea
œ Œ
œ Œ
œ Œ
œ Œ
∑
∑
∑
œ Jœ jœ
go ra ome
˙
˙n
˙
˙
∑
∑
∑
jœ jœb ‰ jœ
ni no me
œb Œ
œ Œ
œ Œ
œ Œ
∑
∑
∑
œ Jœ jœ
quer en ga
˙
˙
˙
˙
∑
∑
∑
jœ œ ‰ Jœ
nar, ea
œ Œ
œb Œ
œ Œ
œ Œ
˙n
˙
œ Œœ
œ Jœ jœn
go ra ome
Jœn œ œ œ
Jœ œ œ œ
Jœ œ œ œ
jœ œ œ œ
f p
f p
f p
f p
˙
˙
œ Œ
œ Jœ Jœ
ni no me
Jœ œ œ œ
Jœ œ œ œ
jœ œ œ œ
jœ œ œ œ
f p
f p
f p
f p
˙n
˙
œ Œœ
œ Jœ jœn
quer en gaœn œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
f
f
p
p
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ Œ
nar.jœ œ œ œœ œ œ
jœ œ œ œœ œ œ
œ œ œ œ
œ œ œ œ
- - - - - - - - - - - - - - -
&
&
&
&
&
&
B
?
bbb
bbb
bbb
bbb
bbb
bbb
bbb
[Fl.]
Cor.
Ros.
Vln. 
Vle.
[B.]
49 œ Œ
œ Œ
49 œ Œ
49 Œ ‰ Jœ
eu
49 œœœ Œ
œœœ Œ
œ Œ
49 œ Œ
∑
∑
∑
œ œ jœ jœ
po bre coi
œ œ œ. œ.
œ œ. œ.
œ Œ
œ Œ
p
p
p
p
∑
∑
∑
œ œ jœ jœ
ta da qui
œ œ œ. œ.
œ œ. œ.
œ Œ
œ Œ
∑
∑
∑
œ œ jœ jœ
e ta vi
œ œ œ œ
œ œ œ œ
œ Œ
œ Œ
∑
∑
∑
œ jœ Jœ
vi a a
œ jœ ‰
œ jœ ‰
œ Œ
œ Œ
∑
∑
∑
œ œ jœ jœ
mar não que
œ œ œ. œ.
œ œ. œ.
œ Œ
œ Œ
∑
∑
∑
œ œ jœ jœ
ri a nem
œ œ œ. œ.
œ œ. œ.
œ Œ
œ Œ
∑
∑
∑
œ œ jœ jœ
ser nun ca
œ œ œ œ
œ œ œ œ
œ Œ
œ Œ
Œ ‰ Jœ
Œ ‰ Jœ
∑
œ œ
ama da
œœ Œ
œœ Œœ Œ
œ Œ
œ œ œ
œ œ œ
œ Œœ
∑
∑
∑
∑
∑
œ œ œ
œ œ œ
œ Œœ
∑
∑
∑
∑
∑
- - - - - - - - - - - -
323
&
&
&
&
&
&
B
?
bbb
bbb
bbb
bbb
bbb
bbb
bbb
[Fl.]
Cor.
Ros.
Vln. 
Vle.
[B.]
60 jœ œ œ œ œ
œ œ
60 œ œœ œ
60
∑
60
∑
∑
∑
60
∑
œ Œ
œ Œ
œ Œœ
Œ ‰ jœ
em
∑
∑
∑
∑
∑
∑
∑
œ jœ jœ
paz des can
œ Œ
œ Œ
œ Œ
œ Œ
∑
∑
∑
œ jœ jœ
ça da meo
œ Œ
œ Œ
œ Œ
œ Œ
∑
∑
∑
œ jœ jœ
li nho car
œ Œ
œ Œ
œ Œ
œ Œ
∑
∑
∑
œ jœ Jœ
dan do, se
œ Œ
œ Œ
œ Œ
œ Œ
∑
∑
∑
œ œ jœ jœ
dan do fi
œ œ œ. œ.
œ œ. œ.
œ Œ
œ Œ
∑
∑
∑
œ œ jœ jœ
an do po
œ œ œ. œ.
œ œ. œ.
œ Œ
œ Œ
∑
∑
∑
œ œ jœ jœ
di a pas
œ œ œ œ
œ œ œ œ
œ Œ
œ Œ
∑
∑
∑
œ Œ
sar
œ ‰ Jœ
œ ‰ jœ
œ Œ
œ Œ
f
f
œ œ œ. œ.
œ œ. œ.
˙˙
∑
œ œ œ. œ.
œ œ. œ.
œ œ œ œ
œ œ œ œ
f
- - - - - - - - - - - - -
&
&
&
&
&
&
B
?
bbb
bbb
bbb
bbb
bbb
bbb
bbb
[Fl.]
Cor.
Ros.
Vln. 
Vle.
[B.]
71 œ œ œ. œ.
œ œ. œ.
71 ˙˙
71
∑
71 œ œ œ. œ.
œ œ. œ.
œ œ œ œ
71 œ œ œ œ
œ œ œ œ
œ œ œ œ
˙
∑
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ Jœ ‰
œ œ jœ ‰
œ œ jœ ‰œ œ Jœ
Œ ‰ Jœ
Ea
œœ œœ
jœœ ‰
œœ œœ
jœœ ‰œ œ Jœ ‰
œ œ Jœ ‰
∑
∑
∑
œ jœ jœ
go ra ome
‰ œ œ œ
‰ œ œ œ
œb Œ
œb Œ
p
p
p
p
∑
∑
∑
œ jœ jœ
ni no me
‰ œ œ œ
‰ œ œ œ
œ Œ
œ Œ
∑
∑
∑
œ Jœ Jœ
quer en ga
‰ œ œ œ
‰ œ œ œ
œ Œ
œ Œ
∑
∑
∑
œ ‰ Jœ
nar, ea
‰ œ œ œ
‰ œ œ œ
œ Œ
œ Œ
∑
∑
∑
œn jœ jœ
go ra ome
‰ œn œ œ
‰ œ œ œ
œ Œ
œ Œ
∑
∑
∑
œ Jœ Jœ
ni no me
‰ œ œ œ
‰ œ œ œ
œn Œ
œn Œ
∑
∑
∑
œ Jœ Jœ
quer en ga
‰ œ œ œ
‰ œ œ œ
œn Œ
œn Œ
- - - - - - - - - - - -
324
&
&
&
&
&
&
B
?
bbb
bbb
bbb
bbb
bbb
bbb
bbb
86
86
86
86
86
86
86
86
[Fl.]
Cor.
Ros.
Vln. 
Vle.
[B.]
81
∑
∑
81
∑
81 œn Œ
nar
81 ‰ œ œ œ
‰ œ œ œ
œ Œ
81 œ Œ
∑
∑
∑
œ ‰U Jœ
sim me
œ ŒU
œ ŒU
œ ŒU
œ ŒU
∑
∑
∑
œ Jœ jœn
quer en ga
œn ŒU
œ ŒU
œ ŒU
œ ŒU
∑
∑
∑
œ ŒU
nar
œ ŒU
œ Œ
U
œ ŒU
œ ŒU
œ ‰ œ œ œ
œ ‰ œ œ œ
.˙ .˙
∑
œœ ‰
œ œ œ
œœ ‰
œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
f
f
f
f
f
f
f
œ œ œ œ œ œ
œ œ œ œ œ œ
.˙ .˙
∑
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ ‰ Œ ‰
œ ‰ Œ ‰
œ ‰ Œ ‰œ
Œ Jœ Jœ Jœ Jœ
Sean dar com maœ ‰ œ ‰
œ ‰ œ ‰
œ ‰ œ ‰
œ ‰ œ ‰
p
p
p
p
∑
∑
∑
jœ jœ jœ jœ Jœ jœ
is se rias com essas mo
œ ‰ œ ‰
œ ‰ œ ‰
œ ‰ œ ‰
œ ‰ œ ‰
œ ‰ œ œ œ
œ ‰ œ œ œ
.˙ .˙
œ jœ ‰ ‰ ‰
ci nhas
œœ ‰
œ œ œ
œœ ‰
œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
f
f
f
f
f
f
f
- - - - - - -
&
&
&
&
&
&
B
?
bbb
bbb
bbb
bbb
bbb
bbb
bbb
c
c
c
c
c
c
c
c
[Fl.]
Cor.
Ros.
Vln. 
Vle.
[B.]
90 œ œ œ œ œ œ
œ œ œ œ œ œ
90 .˙ .˙
90
∑
90 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
90 œ œ œ œ œ œ
œ ‰ Œ ‰
œ ‰ Œ ‰
œ ‰ Œ ‰œ
Œ Jœ Jœ Jœ Jœ
com es tas mãoœ ‰ œ ‰
œ ‰ œ ‰
œ ‰ œ ‰
œ ‰ œ ‰
p
p
p
p
∑
∑
∑
jœ jœ jœ jœ Jœ jœ
zi nhas o hei deesga
œ ‰ œ ‰
œ ‰ œ ‰
œ ‰ œ ‰
œ ‰ œ ‰
.˙
.˙
∑
œ Jœ Jœ Jœ Jœ
nar com es tas mão
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
.˙
.œ .œ
∑
jœ jœ jœ Jœ Jœ Jœ
zi nhas o hei deesga
œ œ œ œ œ œ
cresc.
œ œ œ œ œ œ
cresc.
œ œ œ œ œ œ
cresc.
œ œ œ œ œ œ
cresc.
.˙
.˙
.˙ .˙
œ Jœ Jœ Jœ Jœ
nar, com es tas mãoœ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
f
f
f
f
f
f
.˙
.œ .œ
.œ .œ. .œ
jœ jœ jœ Jœ Jœ Jœ
zi nhas o hei dees ga
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
- - - - - - - - - - - - - - -
325
&
&
&
&
&
&
B
?
bbb
bbb
bbb
bbb
bbb
bbb
bbb
c
c
c
c
c
c
c
c
86
86
86
86
86
86
86
86
[Fl.]
Cor.
Ros.
Vln. 
Vle.
[B.]
97 œ ‰U ‰ Ó
œ ‰U ‰ Ó
97 œ ‰U ‰ Óœ
97
œ ‰U Jœ œ Jœ Jœ
nar sean dar com mais
97 œœœ ‰
U ‰ Ó
œœœ ‰
U ‰ Ó
œ ‰U ‰ Ó
97 œ ‰U ‰ Ó
∑
∑
∑
.Jœ Rœ œ Œ Jœ jœn
se ri as com ma
Ó œn Œ
Ó œœn Œ
Ó œ Œ
Ó œ Œ
p
p
p
p
∑
∑
∑
.Jœ Rœ .Jœ
U Rœ
is Le rias com
œ Œ
œ Œ
œ Œ
œ Œ
.œ
.œ
∑
Jœ Jœ Jœ
es tas mãoœ œ œ
œ œ œ
œ œ œ
œ œ œ
f
f
f
f
f
f
.˙
.œ .œ
∑
jœb jœ jœ Jœ Jœ Jœ
zi nhas o hei dees ga
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
.˙
.˙
.˙ .˙
œ Jœ Jœ Jœ Jœ
nar, com es tas mãoœ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
f
- - - - - - - - - - - -
&
&
&
&
&
&
B
?
bbb
bbb
bbb
bbb
bbb
bbb
bbb
[Fl.]
Cor.
Ros.
Vln. 
Vle.
[B.]
103 .˙
.œ .œ
103 .œ .œ. .œ
103 jœ jœ jœ Jœ Jœ Jœ
zi nhas o hei dees ga
103 œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ
103
œ œ œ œ œ œ
.œ .œ
.œ .œ
.œ .œ.œ .œ
œ Jœ œ Jœ
nar oheides gaœ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
.œ .œ
.œ .œ
.œ .œ.œ .œ
œ Jœ œ Jœ
nar ohei des gaœ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œœ œ œ œ œ œ
œ ‰ Œ ‰
nar.
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ œ œ œ œ œ
Jœ œ œ œ œ œ
jœ œ œ œ œ œ
Jœ œ œ œ œ œ
∑
Jœ œœ œœ œœ œœ œœ
Jœ œœ œœ œœ œœ œœ
Jœ œ œ œ œ œ
Jœ œ œ œ œ œ
œ ‰ œ ‰
œ ‰ œ ‰
œ ‰ œ ‰œ œ
∑
œœ ‰
œœœ ‰
œœ ‰
œœœ ‰
œ ‰ œ ‰
œ ‰ œ ‰
œ ‰ Œ ‰U
œ ‰ Œ ‰U
œ ‰ Œ ‰Uœ
∑
œœ ‰ Œ ‰
U
œœ ‰ Œ ‰
U
œ ‰ Œ ‰
U
œ ‰ Œ ‰
U
- - - - - - -
326
?
?
c
c
Valerio
[Basso]
Œ Jœ Jœ Jœ Jœ Jœ Jœ
Eu de bo a es ca
w
œ Œ Rœ Rœ Jœ Œ
pei cas pi te!
w
Jœ Jœ Œ ‰ Rœ Rœ Jœ Rœ Rœ
bra vo! in da não me ca
w
- - - - - - - -
?
?
Val.
[B.]
4 œ Jœ Rœ Rœ Jœ Jœ ‰ Rœ Rœ
zei ja me da re gras e q'
˙ ˙
Rœ Rœ Jœ ‰ Jœ Jœ Jœ Jœ Jœb
fu ri a! cui dei q' m'es ga
w
Jœb Jœ ‰ Jœ Jœ Rœ Rœ Jœ Jœ
na va. Mas eu a en si na
w
- - - - - - - - - -
?
?
Val.
[B.]
7
Jœb Jœ ≈ Rœ Rœb Rœb Jœ Jœ ‰ Rœ Rœ
re i des fa ço tu do eo se
wb
Jœb Rœ Rœ Jœ Jœ Jœ Rœ Rœ Jœ Jœ
nhor Dom A lon so es se Za bum ba
w
Jœ Jœ Jœ Jœ Jœb Jœ ‰ Rœ Rœ
mor do Re gi men to bus que
w
œ Jœ Jœ Jœb Jœ ‰ Jœ
la q.em aa tu re, e
˙ ˙
- - - - - - - - - - - - - - - -
?
?
Val.
[B.]
11 œb Jœb Jœ Jœ Jœ Jœ Jœ
noi voi pa ci ente lhe pro
w
Jœb Jœ Œ Œ ‰ Jœ
cu re Fa
Œ œb ˙n
Jœ Jœ Jœ Jœ# œ Jœ Rœn Rœn
zeis me com pai xão po bres ma
w
Jœ Jœ Œ Jœ Rœ Rœ Jœ Jœ
ri dos pois a qual quer rai
w
- - - - - - - - - - - -
?
?
Val.
[B.]
15 œ œ Jœ Jœ Jœ Rœ Rœ
vi nha vai o di a boem
w
Jœ Jœ ≈ Rœ Rœ Rœ Jœ Jœ ‰ Rœ Rœ
ca za do Al fa ci nha Foi Se
˙ ˙
Jœ Rœ Rœ Jœ Jœ ‰ Jœ Jœ Jœ
nhor o ma ri do em ou tros
w
Jœ jœ ‰ . rœ Jœ Jœ Jœ Jœ
tem pos a mo da mu dou
w
- - - - - - - - - - - - - -
?
?
Val.
[B.]
19
Jœ Jœ ‰ rœ rœ Rœ Rœ ≈ Rœ Rœ Rœ Rœ Rœ
tudo, o ma ri do passou a ser es
w
Jœ Jœ ‰ Jœ Jœ Jœ Jœ Jœ
cravo, eo q' se ca zaa
w
œ œ Jœ Rœ Rœ Jœ Jœb
go ra cui da q' tem mu
w
œ ≈ Rœ Rœn Rœ Jœ Jœ Œ
lher e tem Se nho ra.
˙ Œ œ
∑
w
- - - - - - - - - - - - -
Scena 4.a 
Valerio so
327
&&
&
&
?
?
b
b
b
b
b
C
C
C
C
C
C
Flauta
Clarineto
Oboe
Corni in F
faut
Alonso
Fagoti
.œ œ
.œ œ
.œ œ
Œ
Œ
Œ
f
f
f
f
œ œ œ jœ œ œ œ
œ œ œ jœ œ œ œ
œ œ œ jœ œ œ œ
œ Œ œ Œœ œ
∑
œ œ œ œ
f
jœ œ .œ œ œ .œ œ
jœ œ .œ œ œ .œ œ
jœ œ .œ œ œ .œ œ
œ .œ œ œ Œœ .œ œ œ
∑
œ œ œ œ
œ .œ œ œ œ œ
œ .œ œ œ œ œ
œ .œ œ œ œ œ
w
∑
œ œ œ œ
œ œ œ œ œ œ .œ œ
œ œ œ œ œ œ .œ œ
œ œ œ œ œ œ .œ œ
œ œ œ Œœ œ œ
∑
œ œ œ Œ
p
p
p
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
∑
∑
œ Œ œ Œ
&
&
&
&
?
?
b
b
b
b
b
Fl. 
Cl.
Ob. 
Cor. F
Alo.
Fag.
6 œ .œ œ œ .œ œ
œ .œ œ œ
.œ œ
œ .œ œ œ
.œ œ
6
∑
6
∑
6 œ .œ œ œ Œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
∑
∑
œ Œ œ Œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
∑
∑
œ .œ œ œ Œ
f
f
f
œ œ œ jœ œ œ œ
œ œ œ jœ œ œ œ
œ œ œ jœ œ œ œ
œ Œ œ Œœ œ
∑
œ œ œ œ
jœ œ .œ œ œ .œ œ
jœ œ .œ œ œ .œ œ
jœ œ .œ œ œ .œ œ
œ .œ œ œ Œœ .œ œ œ
∑
œ œ œ œ
œ .œ œ œ œ œ
œ .œ œ œ œ œ
œ .œ œ œ œ œ
w
∑
œ œ œ œ
œ Œ .œ œ .œ œ
œ Œ .œ œ .œ œ
œ Œ .œ œ .œ œ
œ Œ Óœ
∑
œ œ œ œ œ œ œ œ
p
Scena 5Marcha
328
&&
&
&
?
?
b
b
b
b
b
Fl. 
Cl.
Ob. 
Cor. F
Alo.
Fag.
13 .œ œ Jœ ‰ .œ œ .œ œ
.œ œ jœ ‰ .œ œ .œ œ
.œ œ jœ ‰ .œ œ .œ œ
13 œ Œ Óœ
13
∑
13 œ œ œ œ œ œ œ œ
ß
ß
f p
.œ œ Jœ ‰ .œ œ .œ œ
.œ œ jœ ‰ .œ œ .œ œ
.œ œ jœ ‰ .œ œ .œ œ
œ Œ Óœ
∑
œ œ œ œ œ œ œ œ
Í
ß
ß
œ .œ œ jœ .œ œ .œ œ
œ .œ œ jœ .œ œ .œ œ
œ .œ œ jœ .œ œ .œ œ
˙ ˙˙ ˙
∑
œ œ œ œ œ œ œ œ
f
%œ œ œ œ œ œ Œ
œ œ œ œ œ œ Œ
œ œ œ œ œ œ Œ
œ œ œ Œœ œ œ
Ó Œ œ œ
O
P.a
ma
fe
œ œ œ Œ
œ .œ œ jœ œ œ œ
œ .œ œ jœ œ œ œ
œ .œ œ jœ œ œ œ
∑
.œ Jœ jœ œ œ œ
ro
rir
to
mais
do
a
Cu
œ œ œ œ
p
p
p
p
-
-
- -
&
&
&
&
?
?
b
b
b
b
b
Fl. 
Cl.
Ob. 
Cor. F
Alo.
Fag.
18 jœ œ .œ œ œ .œ œ
jœ œ .œ œ œ .œ œ
jœ œ .œ œ œ .œ œ
18 Œ .œ œ œ Œ.œ œ œ
18 œ œ Œ œ œ
pi
gos
do
to
em
as
pren
has18 œ œ œ œ
f
f
f
f
p
p
p
p
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
∑
œ œ œ œ œ
deo
tes
le
das
var
se tas
mea
œ œ œ œ
œ œ œ œ œ œ .œ œ
œ œ œ œ œ œ .œ œ
œ œ œ œ œ œ .œ œ
Œ œ œ Œœ œ
œ œ Œ .œ œ
tum
chum
ba
ba
nun
tan
ca
toœ œ œ Œ
f
f
f p
p
f p
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
∑
œ .œ œ œ .œ œ
ces
mais
sa
pe
de
zão
fe
maisœ Œ œ Œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
Œ .œ œ œ Œ.
œ œ Œ œ œ
rir
ras
me
gão
sem
sem
pre
preœ .œ œ œ Œ
f
f
f
f
p
p
p
-
-
- -
-
-
-
-
-
-
-
-
-
- -
-
-
-
2
329
&&
&
&
?
?
b
b
b
b
b
Fl. 
Cl.
Ob. 
Cor. F
Alo.
Fag.
23 œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
23
∑
23 œ .œ œ œ .œ œ
truz
truz
ca
ca
truz
truz
Za
Za23 œ Œ œ Œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
œ .œ œ œ .œ œ
Œ .œ œ œ Œ.
œ œ Œ œ œ
bum
bum
ba
ba
nun
tan
ca
toœ .œ œ œ Œ
f p
f p
f p
f
œ .œ œ jœ œ œ œ
œ .œ œ jœ œ œ œ
œ .œ œ jœ œ œ œ
∑
.œ Jœ jœ œ œ œ
ces
mais
sa
pe
de
zão
fe
maisœ œ œ œ
p
jœ œ .œ œ œ .œ œ
jœ œ .œ œ œ .œ œ
jœ œ .œ œ œ .œ œ
Œ .œ œ œ Œ.œ œ œ
œ œ Œ œ œ
rir
ras
me
gão
sem
sem
pre
preœ œ œ œ
f
f
f
f
p
p
p
p
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
∑
œ œ œ œ œ
truz
truz
ca
ca
truz
truz
Za
Zaœ œ œ œ
œ Œ .œ œ .œ œ
œ Œ .œ œ .œ œ
œ Œ .œ œ .œ œ
œ Œ Óœ
œ œ Ó
bum
bum
ba
baœ œ œ œ œ œ œ œ
-
-
-
-
-
-
-
-
-
-
- -
-
-
-
-
-
-
-
-
-
&
&
&
&
?
?
b
b
b
b
b
Fl. 
Cl.
Ob. 
Cor. F
Alo.
Fag.
29 .œ œ Jœ ‰ .œ œ .œ œ
.œ œ jœ ‰ .œ œ .œ œ
.œ œ jœ ‰ .œ œ .œ œ
29 œ Œ Óœ
29 Ó .œ œ .œ œ
Tum
Tum
ba
ba
Ca
Ca29 œ œ œ œ œ œ œ œ
Í
.œ œ Jœ ‰ .œ œ .œ œ
.œ œ jœ ‰ .œ œ .œ œ
.œ œ jœ ‰ .œ œ .œ œ
œ Œ Óœ
.œ œ Jœ ‰ .œ œ .œ œ
tum
tum
ba
ba
sem
sem
pre
pre
Za
Zaœ œ œ œ œ œ œ œ
Í
.œ œ Jœ ‰ .œ œ .œ œ
.œ œ jœ ‰ .œ œ .œ œ
.œ œ jœ ‰ .œ œ .œ œ
œ Œ Óœ
.œ œ œ Ó
bum
bum
ba
baœ œ œ œ œ œ œ œ
"Repetem o instrumental"
Í
œ .œ œ jœ .œ œ .œ œ
œ .œ œ jœ .œ œ .œ œ
œ .œ œ jœ .œ œ .œ œ
˙ ˙˙ ˙
∑
%
œ œ œ œ œ œ œ œ
f
œ œ œ œ œ œ Œ
œ œ œ œ œ œ Œ
œ œ œ œ œ œ Œ
œ œ œ Œœ œ œ
∑
%
œ œ œ Œ
-
-
-
-
-
-
-
-
-
-
-
-
3
1 - Dal alla fine 2 - Da capo al
Fine
330
?
?
c
c
Alonso
[Basso]
Œ Jœ Jœ œ Jœ Jœ
Al to la ca ma
w
Jœ Jœ ‰ Rœ Rœ Jœ jœ ‰ rœ rœ
ra das ve nha apin ga q'é da
w
œ jœ Jœ Rœ Rœ Jœ ‰ Rœ Rœ
gen te de pi fa no e na
w
- - - - - - - - -
?
?
Alo.
[B.]
4 Jœ Jœ Jœ Rœ Rœb Jœ Jœ Rœ Rœ Rœ Rœ
que ta do ce re me dio, q'os tra ba lhos
w
Jœ Jœ ‰ Rœ Rœ œ Jœb Jœ
vin ga ve nham is cas tam
w
œ ≈ Rœ Rœ Rœb Jœ Jœ ≈ Rœ Rœ Rœ
bem he es taa me za q' tem ser
wb
- - - - - - - - - - - - -
?
?
Alo.
[B.]
7
Jœn Jœ ‰ Jœ Jœ Jœ Jœ Jœ
vi do a mui ta gen te
w
Jœ jœ Œ ‰ Jœ Jœ Jœb
bo a Ra paz não
Œ œ ˙#
Jœ Jœ Rœ Rœ Rœ Rœ œ# œ
tra gas me nos d'hum al mu de
˙ ˙
œ Rœ Rœ Rœ Rœ Jœ Jœ Jœ Jœ
q'eu pel la chi ban ti ssi ma Sa
w
- - - - - - - - - - - - - - -
?
?
Alo.
[B.]
11
Jœ# Jœ ‰ Rœ Rœ œ Jœ Jœ
lo ia pel la mi nha for
w
Jœ Jœ Jœ Jœ Jœ Jœ# ‰ Rœ Rœ
mo za,e ca raAl bi na ho je
w
œ# Jœ Jœ Jœ Jœ Jœ Jœ
que ro be ber mais de huma
w
Jœ Jœ ‰ Rœ Rœ
œ Jœ Jœ
ti na Ja Li cen çaal can
w
- - - - - - - - - - - - - - - -
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?
Alo.
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15 Jœ Jœ Jœ# Jœ Jœ Jœ ‰ . Rœ
cei de re ce be la que
˙ ˙#
Jœ Jœ .Jœ Rœ Jœ# Jœ ‰ Rœ Rœ
gos to sim q' gos to nin guem
˙ ˙
œ Jœ Jœ œ Jœ Rœ Rœ#
tem co mo eu noi va tão
˙ ˙
Jœ Jœ Œ Œ Jœn Jœ
be la o raA
Œ œ ˙b
- - - - - - - - - - -
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?
Alo.
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19
Jœ Rœ Rœb Jœ Jœ ‰ Jœ Jœ Jœ
deus Ca ta lu nha o ma tri
w
Rœb Rœ Jœ Rœ Rœ Rœ Rœb Jœ Jœ ‰ Rœb Rœ
mo nio ja de ti me a fas ta a qui
˙ ˙b
œ Jœ Jœ œn ≈ Rœ Rœ Rœb
mehão de can tar o re qui
w
- - - - - - - - - - - -
331
?
?
Alo.
[B.]
22 Jœb Jœ Œ ‰ . Rœ Rœ Rœ Rœ Rœ
es cat Que ge ne ro sos
Œ œ ˙#
Jœ# Jœ Jœ Jœ Jœ Jœ ‰ Jœ
são os Por tu gue zes os
w
Jœ Jœ Jœ Jœ Jœ# Jœ Jœ Rœ Rœ
ho mens Li be ra is as mo ças
w
Jœ Jœ ‰ Rœ Rœ Jœ Rœ Rœ# œ
be las Não ha po vo não ha
w
- - - - - - - - - - - - - -
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?
Alo.
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26 ‰ Jœ Jœ Jœ Jœ Jœ ‰ Rœ Rœ
me lhor doq' es te do cea
˙ ˙#
Jœ Rœ Rœ# Rœ Rœ Rœ Rœ Jœ Jœ Œ
bri go das gen tes es tran gei ras
˙ ˙#
Jœ# Rœ Rœ# Jœ# ≈ Rœ Jœ Jœ Jœ Jœ
Te nhoa qui pão a qui mes ta be
w
- - - - - - - - - - - - - - -
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Jœ Jœ Jœ Rœ Rœn Jœ Jœ Rœ Rœ Rœ Rœ#
le ço gos to da gen te gos to da lin
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Jœ Jœ ‰ Jœ Jœ# Jœ ≈ Rœ R
œ
goa gem he no bre heex pre
w
Jœ Jœ ‰ Jœ Rœ Rœ Jœ ‰ Jœ
ssi va bons vi veres bons
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Alo.
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32 Jœ Jœ ‰ Rœ Rœ œ Jœ Jœ
a res o pa iz he sa
w
Jœ Jœ Jœ Rœ Rœ Jœ# Jœ Œ
di o apin ga he bo a
˙# ˙
œ Rœ Rœ Rœ Rœ œ Jœ Rœ# Rœ
Oh vi va Por tu gal vi va Lis
˙ ˙
- - - - - - - - - - -
?
?
Alo.
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35 Jœ Jœ Œ Œ ‰ Jœ
bo a A
Œ œ ˙
Jœ Jœ Jœ Jœ Rœ Rœ Jœ ≈ Rœ Rœ Rœ
deus ó mi nha Pa tri a q'o meu sis
˙ ˙
Jœ Jœ Œ Jœ Jœ Jœ Jœ
te ma nis to se en
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- - - - - - - - -
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?
Alo.
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38
Jœ Jœ ‰ Jœ J
œ Jœ Jœ Jœ
cer ra a on de me vai
w
œ# Jœ Rœ Rœ Jœ Jœ Œ
bem he mi nha ter ra
˙ Œ œ
∑
w
- - - -
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la ços q'A
31 œ# Jœ Œ Jœ
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œœ# . œœ. œœ. œœ. œœ. œœ. œœ. œœ. œœæ ˙˙æ
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vem a Si nho ra! q' bus ca
˙ ˙
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bem tam bem há sa
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‰ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
œ ‰ Jœ œ œ Jœ Jœ
bem tam bem há sa
∑
œ ‰ Jœ œ œ œ œ
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œ œ Jœ ‰ œ Œ
œ œ Jœ Jœ œ œ Jœ Jœ
i zo da qui tu do
œ œ jœ jœ œ œ jœ jœ
i zo da qui tu do
œ. œ. œ. œ. œ. œ. œ. œ.
œ. œ. œ. œ. œ. œ. œ. œ.
œ Œ œ Œ
œ Œ œ Œ
œ ‰ Jœ œ Jœ Jœ
vem ca be ça va
œ ‰ Jœ œ Jœ Jœ
vem ca be ça va
œ. œ. Jœ. ‰ ‰ Jœ ‰ Jœ
œ. œ. Jœ. ‰ ‰ Jœ ‰ Jœ
œ œ Jœ ‰ œ œ
œ œ Jœ ‰ œ œf p
f
f
p
p
f p
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Alb.
Roz.
Vln.
Vle.
[B.]
80 œ Jœ Jœ œ jœ jœ
zi a não va lehum vin
œ jœ jœ œ jœ jœ
zi a não va lehum vin
80 ‰ Jœ ‰ Jœ ‰ Jœ ‰ jœ
‰ jœ ‰ jœ ‰ jœ ‰ jœ
œ. œ. œ. œ.
80 œ. œ. œ. œ.
œ ‰ Jœ œ Jœ Jœ
tem ca be ça va
œ ‰ Jœ œ Jœ Jœ
tem ca be ça va
œ. œ. Jœ. ‰ ‰ Jœ ‰ Jœ
œ. œ. Jœ. ‰ ‰ Jœ ‰ Jœ
œ œ Jœ ‰ œ œ
œ œ Jœ ‰ œ œ
f
f
f p
p
p
f p
œ Jœ Jœ œ jœ jœ
zi a não va lehum vin
œ jœ jœ œ jœ jœ
zi a não va lehum vin
‰ Jœ ‰ Jœ ‰ Jœ ‰ jœ
‰ jœ ‰ jœ ‰ jœ ‰ jœ
œ. œ. œ. œ.
œ. œ. œ. œ.
jœ œ œ# œ œ œ œ œ
tem
w
tem
Œ œ Œ œ
Œ œ Œ œ
œ Œ œ Œ
œ Œ œ Œ
jœ œn œ œ œ œ œ œ
não
jœ œ œ# œ œ œ œ œ
não
Œ œn Œ œ
Œ œ Œ œ
œ Œ œ Œ
œ Œ œ Œ
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[B.]
85 œ œ# œ œ œ œ œ œ
va
œn œ œ œ œ œ œ œ
va
85 Œ œ Œ œ
Œ œ Œ œ
œ Œ œ Œ
85 œ Œ œ Œ
˙ ˙
lehum vin
˙ ˙
lehum vin
Œ œ Œ œ
Œ œ Œ œ
œ Œ œ Œ
œ Œ œ Œ
jœ œ œ# œ œ œ œ œ
tem
w
tem
Œ œ Œ œ
Œ œ Œ œ
œ Œ œ Œ
œ Œ œ Œ
jœ œn œ œ œ œ œ œ
não
jœ œ œ# œ œ œ œ œ
não
Œ œn Œ œ
Œ œ Œ œ
œ Œ œ Œ
œ Œ œ Œ
œ œ# œ œ œ œ œ œ
va
œn œ œ œ œ œ œ œ
va
Œ œ Œ œ
Œ œ Œ œ
œ Œ œ Œ
œ Œ œ Œ
˙ ˙
lehum vin
˙ ˙
lehum vin
Œ œ Œ œ
Œ œ Œ œ
œ Œ œ Œ
œ Œ œ Œ
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Roz.
Vln.
Vle.
[B.]
91 œ Jœ Jœ# Jœ Jœ Jœ Jœ
tem não não não não não não
œ Jœ Jœ Jœ Jœ jœ jœ#
tem não não não não não não
91 œ œ. œ# . œ. œ. œ. œ.
œ œ. œ. œ. œ. œ. œ# .
œ Œ Ó
91 œ Œ Ó
f p
f p
.œ œ œ œ œ
va lehum vin
.œ œ œ œ œ
va lehum vin
.œ œ œ œ œ
.œ œ œ œn œ
Œ œ œ œ
Œ œ œ œ
œ Jœ Jœ# Jœ Jœ Jœ Jœ
tem não não não não não não
œ Jœ Jœ Jœ Jœ jœ jœ#
tem não não não não não não
œ œ. œ# . œ. œ. œ. œ.
œ œ. œ. œ. œ. œ. œ# .
œ Œ Ó
œ Œ Ó
f p
f p
.œ œ œ œ œ
va lehum vin
.œ œ œ œ œ
va lehum vin
.œ œ œ œ œ
.œ œ œ œn œ
Œ œ œ œ
Œ œ œ œ
˙ ˙
tem não
˙ ˙
tem não
œ. œ. œ. œ. œ. œ. œ. œ.
œ. œ. œ. œ. œ. œ. œ. œ.
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
Í Í
Í Í
Í Í
Í Í
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[B.]
96 ˙ œ œ
va lehum vin
˙ œ œ
va lehum vin
96 œ. œ. œ. œ. œ. œ. œ. œ.
œ. œ. œ. œ. œ. œ. œ. œ.
œ œ œ œ œ œ œ œ
96 œ œ œ œ œ œ œ œ
Í Í
Í Í
Í Í
Í Í
˙ ˙
tem não
˙ ˙
tem nãoœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
˙ œ œ
va lehum vin
˙ œ œ
va lehum vinœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ Jœ Jœ
tem não va lehum vin
œ œ œ jœ jœ
tem não va lehum vinœ œ œ œœ œ œ œ
œœœ œœœ
œœœ œœœ
œ œ œ œ
œ œ œ œ
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Roz.
Vln.
Vle.
[B.]
100 œ œ œ Jœ Jœ
tem não va lehum vin
œ œ œ jœ jœ
tem não va lehum vin
100 œ œ œ œœ œ œ œ
œœœ œœœ
œœœ œœœ
œ
œ œ œ
100
œ
œ œ œ
œ Œ Ó
tem.
œ Œ Ó
tem.
J
œœœ
œ œ œ œ Jœ œ œ œ œ
J
œœœ œ œ œ œ Jœ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
∑
∑
Jœ œ œ œ œ Jœ œ œ œ œ
Jœ
œ œ œ œ Jœ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
∑
∑
œ œ œ œ..˙˙
œ œ œ œ..˙˙
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
∑
∑
œœœ Œ
œœœ Œ
œœœ Œ
œœœ Œ
œ Œ œ Œ
œ Œ œ Œ
∑
∑
˙˙ Ó
˙˙ Ó
˙ Ó
˙ Ó
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c
Valerio
e Alonso
[Basso]
Œ Jœ Jœ œ Jœ Jœ
Es tou mui toen fa
w
Jœ Jœ ‰ Rœ Rœ œ Jœ Jœ
da do e dou tu do por
w
Jœb Jœ ‰ Rœ Rœ Jœ Jœ ‰ Jœ
nul lo ea ca ba do Não
˙ ˙
- - - - - - - - - -
?
?
Val. 
e Alo.
[B.]
4
Jœ Jœ Jœ Jœ Jœ Jœ ‰ Rœ Rœ
tens ra zão a mi go quan do
˙ ˙#
Jœ Jœ ‰ jœ# jœ jœ jœ Jœ
ra lhão en tão são mais a
w
Jœ Jœ Jœ Jœ Jœ Jœ ‰ Jœ
man tes as mu lhe res Ro
˙ ˙
- - - - - - - - - - -
?
?
Val. 
e Alo.
[B.]
7 Jœ Jœ Jœ Jœ Jœ# Jœ Rœ Rœ
za lia mi nha ir mã é como
˙ ˙n
Jœ Jœ ‰ Jœ Jœ Jœ Jœ Jœ#
asou tras Mas eu com apo bre
w
Jœ Jœ Jœ Jœ Jœ Jœ Jœ Jœ#
pan ça dan do ho ras es tou
˙ ˙#
- - - - - - - - -
?
?
Val. 
e Alo.
[B.]
10 œ Jœ Jœ Jœ# Jœ Jœ Rœ Rœ
is to atu ran do sem me lem
˙ ˙
œ ‰ Jœ Jœ Jœ Jœ Jœ#
brar q' tu es tas zom
w
Jœ Jœ Œ Ó
ban do
Œ œ ˙
- - - - - - -
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# #
# #
# #
# #
# #
# #
# #
# #
# #
# #
c
c
c
c
c
c
c
c
c
c
c
c
Flautas
Oboé
Trombe
Corni
Albina
Rozalia
Alonso
Valerio
Violini I
Violini II
Viole
Bassi tutti
∑
∑
∑
∑
∑
∑
∑
∑
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
p
p
p
p
∑
∑
∑
∑
∑
∑
∑
∑
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
∑
∑
∑
∑
∑
∑
∑
∑
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ
œ œ œ œ
f
f
f
f
∑
∑
∑
ww
∑
∑
Ó œ œ
Ah tu
∑
œ Œ œ. œ.
œ Œ œ. œ.
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
p
p
p
p
∑
∑
∑
ww
∑
∑
œ œ œ œ
zom bas meu Va
∑
œ œ œ œ
œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
p
p
- -
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in DlaSolRe
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##
##
##
##
##
##
Cor.
Alo.
Val.
Vln. I
Vln. II
Vle.
B.
6 ˙ Ó˙
œ œ Ó
le rio
Ó œ œ
Não A
6
œ Œ
œ œ
œ Œ œ œ
œ œ œ œ œ œ
6 œ œ œ œ œ œ
f p
f p
f p
f p
∑
∑
œ œ œ œ
lon so fa llo
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
∑
∑
œ œ Ó
se rio
œ Œ œ œ œ œ œ œ
3 3
œ Œ œ œ œ œ œ œ
3 3
œ Œ œ œ œ œ œ œ
3 3
œ Œ œ œ œ œ œ œ
3 3
f
f
f
ww
Ó œ œ
De Ro
∑
œ Œ œ. œ.
œ Œ œ. œ.
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
p
p
p
p
ww
œ œ œ œ
za liaIés mui toIa
∑
œ œ œ œ
œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
p
p
˙ Ó˙
œ œ Ó
ma do
Ó œ œ
Tem hum
œ Œ
œ œ
œ Œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
f p
f p
f p
f p
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##
##
##
##
##
Ob.
Cor.
Alo.
Val.
Vln. I
Vln. II
Vle.
B.
12
∑
∑
∑
œ œ œ œ
ge nio en dia
12 œ œ œ œ
œ œ œ œ
œ œ œ œ
12 œ œ œ œ
∑
∑
∑
œ œ Ó
bra do
œ Œ œ œ œ œ œ œ
3 3
œ Œ œ œ œ œ œ œ
3 3
œ Œ œ œ œ œ œ œ
3 3
œ Œ œ œ œ œ œ œ
3 3
f
f
f
Ó œ Œœ
Ó œ Œœ
Œ Jœ Jœ Jœ Jœ Jœ Jœ
ca za ras eIa man sa
∑
œ Œ Ó
œ Œ Ó
œ Œ Ó
œ Œ Ó
p
p
p
p
œ Œ œ Œœ œ
œ Œ œ Œœ œ
œ Jœ Jœ Jœ Jœ Jœ Jœ
ras, ca sa ras eIa man sa
∑
∑
∑
∑
∑
œ Œ Óœ
œ Œ Óœ
œ Œ Ó
ras
∑
Ó .œ Jœ
Ó .œ jœ
Ó .œ Jœ
Ó .œ Jœ
f p
f p
f p
f p
∑
∑
Ó .œ Jœ
he an
∑
œ œ .œ Jœ
œ œ .œ jœ
œ œ .œ Jœ
œ œ .œ Jœ
f p
f p
f p
f p
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B
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# #
# #
# #
# #
# #
Alo.
Vln. I
Vln. II
Vle.
B.
18 œ œ .œ Jœ
ti goIes te di
18 Jœ ‰ Jœ ‰
.œ Jœ
jœ ‰ jœ ‰ .œ jœ
œ œ .œ Jœ
18 œ œ .œ Jœ
f p
f p
f p
f p
œ Jœ ‰
œ œ œ œ#
ta do em ca
Jœ ‰ Jœ ‰
œ œ œ œ#
jœ ‰ jœ ‰ œ œ œ œ#
œ œ œ œ
œ œ œ œ
œ œn œ œ œ œ Jœ Jœ
zan do ha deIa man
œ œn œ œ œ œ œ œ
œ œn œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
œ Jœ ‰
œ œ œ œ#
çar_ em ca
œ Jœ ‰
œ œ œ œ#
œ jœ ‰ œ œ œ œ
˙ œ œ
˙ œ œ
œ œ œ œ Jœn Jœ œ œ
zan do ha deIa man
œ œ œ œ œ œ œ œ œn œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
- - - - - - - - - - - -
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# #
# #
# #
# #
# #
# #
# #
Ob.
Cor.
Alo.
Val.
Vln. I
Vln. II
Vle.
B.
23 Ó œ Œœ
Ó œ Œœ
œ Œ Ó
çar
Œ Jœ Jœ Jœ Jœ Jœ Jœ
não o cre io não oIes
23 œ Œ Ó
œ Œ Ó
œ Œ Ó
23 œ Œ Ó
œ Œ œ Œœ œ
œ Œ œ Œœ œ
Œ Jœ Jœ Jœ Jœ Jœ Jœ
em ca zan doha dea man
Jœ Jœ Œ Ó
pe ro
∑
∑
∑
∑
œ Œ œ Œœ œ
œ Œ œ Œœ œ
œ Œ Ó
çar
Œ Jœ Jœ Jœ Jœ Jœ Jœ
não oIes pe ro não o
∑
∑
∑
∑
œ Œ œ Œœ œ
œ Œ œ Œœ œ
Œ Jœ Jœ Jœ Jœ Jœ Jœ
em ca zan doha dea man
Jœ Jœ Œ Ó
cre io
∑
∑
∑
∑
œ Œ ˙#œ ˙
œ Œ œ Œœ œ
œ Œ Ó
sar
Ó .œ Jœ
Oh! tra
Ó Rœ# œ œ œ œ œ œ œ
Ó Rœ œ œ œ œ œ œ œ
Ó Jœ œ œ œ
Ó Jœ œ œ œ
f p
f p
f p
f p
- - - - - - - - - -
- - - - - - -
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##
##
##
##
##
##
Ob.
Cor.
Val.
Vln. I
Vln. II
Vle.
B.
28 ˙ ˙#˙ ˙
œ Œ œ Œœ
œ œ .œ Jœ
te mos d'ou tra
28 Rœ œ œ œ œ œ œ œ Rœ# œ œ œ œ œ œ œ
Rœ œ œ œ œ œ œ œ Rœ œ œ œ œ œ œ œ
Jœ œ œ œ Jœ œ œ œ
28 Jœ œ œ œ Jœ œ œ œ
f p f p
f p f p
f p f p
f p f p
œ Œ Óœ
œ Œ Ó
œ Jœ ‰ œ œ œ œ#
cou sa ja he
œ Œ œ œ œ œ#
œ Œ œ œ œ œ#
œ Œ œ œ
œ Œ œ œ
f p
f p
f p
f p
∑
∑
œ œn œ œ œ œ œ œ
tem po deIal mo
œ œn œ œ œ œ œ œ
œ œn œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
∑
∑
œ Jœ ‰
œ œ œ œ#
çar ja he
œ Jœ ‰
œ œ œ œ#
œ jœ ‰ œ œ œ œ œ œ œ œ
˙ œ œ
˙ œ œ
f
f
f
f
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##
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Ob.
Trbe.
Alo.
Val.
Vln. I
Vln. II
Vle.
B.
32
∑
32
∑
∑
œ œ œ œ œn œ œ œ
tem po deIal mo
32 œ œ œ œ œ œ œ œ œn œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ
32 œ œ œ œ
∑
ww
Ó Œ Jœ Jœ
PoisaIel
œ Œ Ó
çar
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
p
p
p
p
p
ww
ww
œ œ .œ Jœ
le ó ca ma
∑
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œn Œ œ Œ
œn Œ œ Œ
p
ww
ww
œ œ Œ Jœ Jœ
ra das tu tam
∑
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3
3
3
3
œ Œ œ Œ
œ Œ œ Œ
wwn
ww
œ œ .œ Jœn
bem has deIa sen
∑
œ œ œn œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œn œ œ œ œ œ œ œ œ œ
3
3
3
3
œ Œ œ Œ
œ Œ œ Œ
- - - - - - -
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# #
# #
# #
# #
# #
# #
Ob.
Trbe.
Alo.
Vln. I
Vln. II
Vle.
B.
37 ww
37 ww
œ Œ Œ Jœ Jœ
tar vem no
37 œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3
3
3
3
œ Œ œ Œ
37 œ Œ œ Œ
ww
∑
œ œ .œ jœ
roi cho mar de
œ .œ
œ œ# œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ# œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ# Œ œ Œ
œ# Œ œ Œ
ww
∑
œ œ Œ Jœ Jœ
vi nho as tris
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
ww
∑
œ œ .œ jœ
te zas a fo
œ .œ
œ œ# œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ# œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ# Œ œ Œ
œ# Œ œ Œ
ww
∑
œ Œ Œ Jœ Jœ
gar vem no
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
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# #
# #
# #
# #
# #
# #
Ob.
Alo.
Vln. I
Vln. II
Vle.
B.
42 ww
œ œ .œ jœ
roi cho mar de
œ .œ
42 œ œ œ œ œ œ œ œ œ œ œ œ
3
3
3
3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
42 œ Œ œ Œ
ww
œ œ Œ Jœ Jœ
vi nho as tris
œ œ œ œ œ œ œ œ œ œ œ œ
3
3
3
3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
ww
œ œ .œ jœ
te zas a fo
œ .œ
œ œ œ œ œ œ œ œ œ œ œ œ
3
3
3
3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
œ Œ Óœ Œ Ó
œ Œ œ œ
gar as tris
œ œ œ œ œ œ œ œ œ œ œ œ
3
3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
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larœ ‰ Œ ‰
œ ‰ Œ ‰
œ ‰ Œ ‰
œ ‰ Œ ‰
∑
∑
œ jœ jœ jœ jœ
Ma na o ma no
∑
œ ‰ Œ ‰
œ ‰ Œ ‰
œ ‰ Œ ‰
œ ‰ Œ ‰
p
p
p
p
∑
∑
œ jœ jœ jœ jœ
zi nho de fe ndeIa
∑
œ ‰ Œ ‰
œ ‰ Œ ‰
œ ‰ Œ ‰
œ ‰ Œ ‰
∑
∑
œ jœ jœ jœ jœ
Ma na o ma no
∑
œ ‰ Œ ‰
œ ‰ Œ ‰
œ ‰ Œ ‰
œ ‰ Œ ‰
∑
∑
œ jœ Jœ Jœ Jœ
zi nho ou is toIhe
∑
œ ‰ œ œ œ œ œ œ
œ ‰ œ œ œ œ œ œ
œ ‰ œ ‰
œ ‰ œ ‰
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163 Jœ Jœ Jœ œ Jœ
vi nho q'o faz tol
163 œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ ‰ œ ‰
163 œ ‰ œ ‰
œ ‰ Jœ Jœ Jœ
dar ou is toIhe
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ ‰ œ ‰
œ ‰ œ ‰
Jœ Jœ Jœ œ Jœ
vi nho q'o faz tol
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ ‰ œ ‰
œ ‰ œ ‰
œ Jœ œ jœ
dar q'o faz tol
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ Jœ œ jœ
dar q'o faz tolœ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ ‰ Œ ‰U
dar.œ ‰ Œ ‰U
œœœ ‰ Œ ‰
U
œ ‰ Œ ‰U
œ ‰ Œ ‰U
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169 ˙˙
˙˙
∑
169
J
œœœ ≈ R
œ œ œ jœ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ
169 œ œ œ œ
f
f
f
f
˙˙
˙˙
∑
œ ≈ œ œ œ jœ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œœ œ
˙˙
∑
œ ≈ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œœ œ
œ œœ
∑
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ jœ ‰œ œ Jœ
œ œ jœ ‰œ œ Jœ
∑
Jœ œœœ
œœœ ‰
jœ œœœ
œœœ ‰
œ œ jœ ‰
œ œ jœ ‰
∑
∑
jœ ≈ rœ rœ rœ rœ rœ
Oi? tam bem en traIa Sa
jœ ‰ jœ ‰
jœ ‰ jœ ‰
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
p
p
p
p
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175
∑
∑
175
∑
jœ rœ rœ rœ rœ rœ rœ
lo ia, tam bem en traIa Sa
175 jœ ‰ jœ ‰
jœ ‰ jœ ‰
Jœ ‰ Jœ ‰
175
Jœ ‰ Jœ ‰
∑
∑
∑
Jœ Rœ ≈ Jœ Jœ
lo ia quem a
Jœ ‰
œ œ
jœ ‰ œ œ
Jœ ‰ œ œ
Jœ ‰ œ œ
f
f
f
f
∑
∑
∑
Jœ Jœ jœ jœ
man dou cá chaœ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
∑
∑
‰ . Rœ Rœ Rœ Rœ Rœ
HeIa do naIa qui da
Jœ ‰ Œ
mar
Jœ ‰ Jœ ‰
Jœ ‰ jœ ‰
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
p
p
p
p
∑
∑
Jœ Rœ Rœ Rœ Rœ Rœ Rœ
ca za HeIa do naIa qui da
∑
Jœ ‰ Jœ ‰
jœ ‰ jœ ‰
Jœ# ‰ Jœ ‰
jœ# ‰ jœ ‰
∑
∑
Jœ Jœ Jœ Jœ
ca za vá se
∑
Jœ ‰ œ œ œ œ
jœ ‰ œ œ œ œ
Jœ ‰ œ œ
Jœ ‰ œ œ
f
f
f
f
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181
∑
∑
181 Jœ Jœ Jœ# Jœ
nho ra vá car
∑
181 œ œ œ œ œ# œ œ œ
œ œ œ œ œ# œ œ œ
œ œ œ œ
181 œ œ œ œ
˙˙
˙˙
œ Jœ Jœ
dar vá se
∑
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
˙œ œ#
œ œœ
Jœ Jœ jœ jœ
nho ra vá car
∑
œ œ œ œ œ œ œ# œ
œ œ œ œ œ œ œ# œ
œ œ œ œ
œ œ œ œ
œ Œ
œ Œœ
œ Œ
dar
Œ jœ jœ
vem ao
Jœ ‰ œ œ
Jœ ‰ Œ
œ Œ
œ Œ B
p
∑
∑
∑
jœ jœ jœ jœ
chei ro, vem ao
œ œ œ œ
˙
˙
˙#Viol.
p
p
p
∑
∑
Œ ‰ jœ
Ca
œ jœ ‰
chei roœ Jœ ‰
œ Œ
œ Œ
œ Œ ?
∑
∑
œ Jœ Jœ
lu da q'eu
∑
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
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188 .Jœ# rœ jœ ‰
che go lhe
Œ ‰ jœ
ah
188 œ# œœ œ œ œ œ œœ œ œ œ
3 3 3 3
œ# œœ œ œ œ œ œœ œ œ œ
3 3 3 3
Jœ ‰ Jœ ‰
188 Jœ ‰ Jœ ‰
∑
œ Jœ Jœ
che ga q'eu
œ œ œœœœœ œ œœœœ
3 3 3 3
œ œ œœœœœ œ œœœœ
3 3 3 3
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
Œ ‰ jœ
Ca
.Jœ# rœ jœ ‰
pre go lhe
œ# œœ œ œ œ œ œœ œ œ œ
3 3 3 3
œ# œœ œ œ œ œ œœ œ œ œ
3 3 3 3
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
Jœ Jœ Œ
lu da
Œ ‰ Jœ
eu
œ œ œœœœœ œ œœœœ
3 3 3 3
œ œ œœœœœ œ œœœœ
3 3 3 3
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
Œ ‰ jœ
eu
.Jœ# rœ jœ ‰
pre go lhe
œ# œœ œ œ œ œ œœ œ œ œ
3 3 3 3
œ# œœ œ œ œ œ œœ œ œ œ
3 3 3 3
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
.Jœ Rœ Jœ ‰
che golhe
Œ ‰ Jœ
ah
œ œ œœœœœ œ œœœœ
3 3 3 3
œ œ œœœœœ œ œœœœ
3 3 3 3
Jœ ‰ Jœ ‰
Jœ ‰ Jœ ‰
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194
∑
194 ‰ œ# œ œ œ œ œ
194
∑
∑
194 Œ Rœ# Rœ Rœ Rœ
saiaseIheca
Jœ# jœ Œ
chegue
∑
∑
194
Jœ# ‰ Œ
jœ# ‰ Œ
œ œ œ œ œ œ œ œ
194
œ œ œ œ œ œ œ œ
∑
‰ œ œ œ œ œ œJœ œ# œ œ œ œ œ
∑
∑
jœ ‰ Rœ# Rœ Rœ Rœ
paz saiaseIheca
Œ Rœ# Rœ Rœ Rœ
saiaseIheca
Œ ‰ Jœ
se
Œ ‰ Jœ
Se
∑
∑
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
∑
jœ# ‰ ŒJœ ‰ Œ
∑
˙
jœ ‰ Œ
pazjœ ‰ Œ
pazœ œ Jœ Jœ#
nho ras pruœ# Jœ Jœ
nho ras pru
œ# œ œ#
œ œ œ œ
jœ ‰ jœ ‰
jœ ‰ jœ ‰
∑
‰ œ œ œ œ œ œ‰ œ# œ œ œ œ œ
∑
jœ ‰ ŒJ
‰ Rœ Rœ Rœ Rœ Rœ Rœ
saia sa ia seIhe ca
‰ Rœ# Rœ Rœ Rœ Rœ Rœ
saia sa ia seIhe ca
Jœ Jœ ‰ . Rœ
den cia so
Jœ# Jœ ‰ . Rœ
den cia so*
jœ ‰ Œ
jœ# ‰ Œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
∑
jœ# ‰ ŒJœ ‰ Œ
∑
˙
Jœ# ‰ Œ
pazjœ ‰ Œ
pazœ œ Jœ Jœ#
ce goIha jaœ# Jœ Jœ
ce* goIha ja
œ# œ œ#
œ œ œ œ
jœ ‰ jœ ‰
jœ ‰ jœ ‰
∑
‰ œ œ œ œ œ œ‰ œ# œ œ œ œ œ
∑
œ Œ
‰ Rœ Rœ Rœ Rœ Rœ Rœ
saia saia seIhe ca
‰ Rœ# Rœ Rœ Rœ Rœ Rœ
saia saia seIhe caœ ‰ . Rœ
paz pruœ ‰ . Rœ
paz pru
jœ ‰ Œ
jœ# ‰ Œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
∑
jœ# ‰ ŒJœ ‰ Œ
∑
˙
Jœ# ‰ Œ
pazjœ ‰ Œ
pazœ œ Jœ Jœ#
den cia seœ# Jœ Jœ
den cia se
œ# œ œ#
œ œ œ œ
jœ ‰ jœ ‰
jœ ‰ jœ ‰
∑
‰ œ œ ‰‰ œ# œ ‰
∑
œ ‰ jœJ
‰ Rœ Rœ Jœ Jœ
sa ia sa ia
‰ Rœ# Rœ Jœ Jœ
sa ia sa ia
Jœ Jœ ‰ Jœ
nho ras pru
Jœ# Jœ ‰ Jœ
nho ras pru
œ œ œ œ# œ œ œ œ œ œ œ œ
3 3
3 3
œ# œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
cresc.
cresc.jœ ‰ Jœ ‰
jœ ‰ Jœ ‰
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202
∑
202 ‰ œ œ ‰‰ œ# œ ‰
202
∑
œ ‰ jœJ
202 ‰ Rœ Rœ Jœ ‰
seIhecapaz
‰ Rœ# Rœ Jœ ‰
seIhecapaz
Jœ Jœ ‰ Jœ
den cia so
Jœ# Jœ ‰ Jœ
den cia so
202 œ# œ œ œœ œ œ œ œ œ œ œ
3 3
3 3
œ# œ œ œœ œ œ œ œ œ œ œ
3 3
3 3jœ ‰ Jœ ‰
202 jœ ‰ Jœ ‰
∑
‰ œ œ ‰‰ œ# œ ‰
∑
œ ‰ jœJ
‰ Rœ Rœ Rœ Rœ Rœ Rœ
sa ia sa iaseIheca
‰ Rœ# Rœ Rœ Rœ Rœ Rœ
sa ia sa iaseIheca
Jœ Jœ ‰ Rœ Rœ
ce go ha ja
Jœ# Jœ ‰ Rœ Rœ
ce go ha ja
œ# œ œ œœœ œ œ œœ œ œ
3 3
3 3
œ# œ œ œœœ œ œ œœ œ œ
3 3
3 3jœ ‰ Jœ ‰
jœ ‰ Jœ ‰
∑
œ œ œ œœ# œ œ œ
∑
œ œ œ œ
Jœ Rœ Rœ Jœ Rœ Rœ
paz seIheca paz seIheca
Jœ# Rœ Rœ Jœ Rœ Rœ
paz seIheca paz seIheca
Jœ Rœ Rœ Jœ Rœ Rœ
paz ha ja paz ha ja
Jœ Rœ Rœ Jœ Rœ Rœ
paz ha ja paz ha ja
œœœ# œœœ œœœ œœœ
œœœœœ œ œœœœœœœ œ œœ
œ œ œ œ
œ œ œ œ
∑
œ œ œ œœ# œ œ œ
∑
œ œ œ œ
Jœ Rœ Rœ Jœ Rœ Rœ
paz seIhe ca paz seIhe ca
Jœ# Rœ Rœ Jœ Rœ Rœ
paz seIhe ca paz seIhe ca
Jœ Rœ Rœ Jœ Rœ Rœ
paz ha ja paz ha ja
Jœ Rœ Rœ Jœ Rœ Rœ
paz ha ja paz ha ja
Jœœœ#
œœ œœ# œœ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
∑
œ œ œ œœ# œ œ œ
∑
œ œ œ œ
œ Œ
paz.
œ# Œ
pazœ Œ
pazœ Œ
paz
J
œœ# œœ œœ œœ
Jœ œœœ#
œœœ
œœœ
Jœ œ œ œ#
Jœ œ œ œ#
∑
œ Œœ#
∑
œ Œ
∑
∑
∑
∑
œœ# Œ
œ Œ
œ Œ
œ Œ
- - - - - - - -
- - - - - - - -
- - - - - - - -
- - - - - - - -
381
?&
&
B
?
# #
# #
# #
# #
# #
c
c
c
c
c
Alo.
Vln. I
Vln. II
Vle.
B.
208
∑
208 œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
208 œ Œ œ Œ
p
p
p
p
Allegro Œ œ œ œ
Se que rem
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
.Jœ Rœ œ Ó
oi çam me
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
Œ œ œ œ
ha ja so
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
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212
∑
∑
œ œ Ó
ce go
212 œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
212 œ Œ œ Œ
∑
∑
Œ œ œ œ
q'eu fa çoIao
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
∑
∑
˙ ˙
re go
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ œ œ œ œ œ œ œ œ œ œ œ
3
3
3 3
œ Œ œ Œ
œ Œ œ Œ
∑
∑
˙ œ œ
tu do che
œ œ œ œ œ œ œ œ œ œ œ œ
3
3
3
3
œ œ œ œ œ œ œ œ œ œ œ œ
3 3 3 3
œ Œ œ Œ
œ Œ œ Œ
Œ Œ jœ œ œ œ œ œÓ œ œ œ œ
Ó œ œ
œ Œ Ó
gar
œ Œ jœ œ œ œ œ œ
œ Œ œ œ œ œ
œ Œ œ œ
œ Œ œ œ
f
f
f
f
œ œ jœ ‰ Óœ œ Jœ
œ œ jœ ‰ ÓJ
Ó œ Jœ jœ
nes tes rai
œ. œ. Jœ. ‰ jœ œ œ œ œ œ
œ. œ. jœ. ‰ œ œ œ œ
œ Œ Ó
œ Œ Ó
p
p
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218
∑
∑
œ Jœ ‰ œ Jœ jœ
va ços na da mais
218 œ Œ jœ œ œ œ œ œ
œ œ œ œ œ œ œ œ
∑
218
∑
∑
∑
œ Jœ ‰ œ Jœ Jœ
ve jo do q'o de
œ Œ œ œ
œ œ œ œ œ œ œ œ
∑
∑
∑
∑
œ œ œ jœ œ œ œ
ze jo de sear ran
œ œ œ jœ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œp
p
Œ Œ jœ œ œ# œ œ œÓ œ œ œ œ
Ó œ œœ œ
œ Œ Ó
jar
œ Œ jœ œ œ# œ œ œ
œ Œ œ œ œ œ
œ Œ œ œ
œ Œ œ œ
f
f
f
f
f
f
œ œ jœ ‰ Óœ œ Jœ
œ œ jœ ‰ Óœ œ Jœ
Ó œ Jœ Jœ#
Al bi naas
œ. œ. Jœ. ‰ jœ œ œ# œ œ œ
œ. œ. jœ. ‰ œ œ œ œ
œ Œ Ó
œ Œ Ó
p
p
∑
∑
.Jœ Rœ Jœ ‰ œ Jœ Jœ#
sus ta se no seu quei
œ Œ jœ œ œ# œ œ œ
œ œ œ œ œ œ œ œ
∑
∑
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224
∑
∑
œ Jœ ‰ œ Jœ Jœ
xu me por que pre
224 œ Œ œ œ
œ œ œ œ œ œ œ# œ
∑
224
∑
∑
∑
œ œ œ jœ œ œ œ
su me po so mu
œ œ œ jœ œ œ œ
œ œ œ œ œ# œ œ œ
œ Œ œ Œ
œ Œ œ Œ
Œ Œ jœ œ œ œ œ œœ œ œn œ
Ó œ œœ œ
œ Œ Ó
dar
œ Œ jœ œ œ œ œ œ
œ Œ œ œ œn œ
œ Œ œ œ
œ Œ œ œ
f
f
f
œ. œ. jœ. ‰ Óœ œ Jœ ‰ Ó
œ œ jœ ‰ Óœ œ Jœ ‰ Ó
Ó œ Jœ Jœ
Ro za lia
œ. œ. Jœ. ‰ jœ œ œ œ œ œ
œ. œ. Jœ. ‰ œ œ œn œ
œ Œ Ó
œ Œ Ó
p
p
p
∑
∑
.Jœ Rœ Jœ ‰ œ Jœ Jœ
te me se ar den doem
œ Œ jœ œ œ œ œ œ
œ œ œ œ œ œ œn œ
∑
∑
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229
∑
∑
œ Jœ ‰ œ œ œ
bra za não ter mais
229 œ Œ œ œ
œ œ œ œ œ œ œ œ
∑
229
∑
∑
∑
œ Jœn Jœ jœ œ œ œ
ca za q' go verœ œn œ jœ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
Œ Œ jœ œ œ# œ œ œ
Ó œ# œ œ œ
Ó œ œ
œ Œ Ó
nar
œ Œ
jœ œ œ# œ œ œ
œ Œ œ# œ œ œ
œ Œ œ œ
œ Œ œ œ
f
f
f
f
f
œ. œ. jœ. ‰ Óœ œ Jœ
œ œ jœ ‰ ÓJ
Ó œ Jœ Jœ#
Va le rio
œ. œ. Jœ. ‰
jœ œ œ# œ œ œ
œ. œ. Jœ. ‰ œ œ œ œ
œ Œ Ó
œ Œ Ó
p
p
p
∑
∑
.Jœ Rœ Jœ ‰ œ Jœ Jœ#
sen te se da rai va,e
œ Œ
jœ œ œ# œ œ œ
œ œ œ œ œ œ œ œ
∑
∑
- - - - - - - - -
&
&
?
&
&
B
?
# #
# #
# #
# #
# #
# #
86
86
86
86
86
86
86
Ob.
Cor.
Alo.
Vln. I
Vln. II
Vle.
B.
234
∑
∑
œ Jœ ‰ œ Jœ Jœ
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